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For  Lauren,  of  course  
  

  

  
  
  
  
  
  
  
  
  
  
  
  
  
  
  
  
Do  not  think  that  I  have  come  to  bring  peace  upon  the  earth.  I  have  come  to  bring  not  
peace  but  the  sword.  
±  Matthew  10:  34  
  
  
I  have  found  that  violence  is  strangely  capable  of  returning  my  characters  to  reality  and  
preparing  them  to  accept  their  moments  of  grace.  
±  )ODQQHU\2¶&RQQRU³$5HDVRQDEOH8VHRIWKH8QUHDVRQDEOH´  
  
  
Is  it  possible  for  people  to  miss  their  lives  in  the  same  way  one  misses  a  plane?  And  how  
is  it  that  death,  the  nearness  of  death,  can  restore  a  missed  life?  
  ±  Walker  Percy,  The  Second  Coming  
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CHAPTER  ONE  
INTRODUCTION:  READING  CATHOLIC  VIOLENCE  
  

A  young  man  murders  his  cousin,  and  then  is  sexually  assaulted  by  a  stranger.  A  

husband  murders  his  wife  and  her  lover,  and  fantasizes  about  leaving  the  mental  asylum  
DQGNLOOLQJPDQ\PRUHSHRSOH$IDWKHUNLGQDSVDQGPXUGHUVKLVVRQ¶VNLOOHULQFROG
blood.  A  mob  of  suburban  fathers  uses  rakes  and  shovels  to  fight  a  gang  of  young  
hoodlums.  A  police  officer  is  tied  to  a  tree  and  forced  to  watch  as  dogs  maul  his  wife.  A  
young  woman  begins  to  bleed  from  unexplainable  wounds  in  her  hands  and  feet.  A  man  
sets  his  son  on  fire  to  get  even  with  his  wife.  A  deranged  hermit  tells  a  complete  stranger  
that  he  is  going  to  murder  him.  
  

None  of  these  brief  plot  descriptions  sounds  particularly  religious,  yet  they  all  

come  from  novels  written  by  American  Catholic  authors  within  the  past  50  years  ±  in  
RUGHU)ODQQHU\2¶&RQQRU¶VThe  Violent  Bear  it  Away:DONHU3HUF\¶VLancelot;;  Andre  
'XEXV¶V³.LOOLQJV´$OLFH0F'HUPRWW¶VThat  Night7LP*DXWUHDX[¶VThe  Missing;;  Ron  
+DQVHQ¶VMariette  in  Ecstasy-RKQ/¶+HXUHX[¶VThe  Shrine  at  Altamira$QQLH'LOODUG¶V
The  Living.  One  could  easily  expand  on  this  list  to  include  novels  written  by  non-
$PHULFDQV*UHHQHODQGWKHILFWLRQDOODQGVFDSHRI*UDKDP*UHHQH¶VQRYHOVLVDGDUNDQG
violent  place,  with  his  so-called  Catholic  novels  featuring  just  as  many  brutal  deaths  as  
his  non-&DWKROLF³HQWHUWDLQPHQWV´0XULHO6SDUN¶VRHXYUHLVULGGOHGZLWKPXUGHUHUVDQG
purveyors  of  violence.  Georges  Bernanos  and  Francios  Mauriac,  two  fathers  of  the  
1  
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twentieth  century  Catholic  novel,  both  wrote  novels  that  include  scenes  of  rape  and  
suicide,  among  other  moments  of  graphic  and  shocking  violence.      
From  even  this  brief  and  incomplete  survey  of  violent  moments  it  is  readily  
apparent  that  Catholic  literature  is,  on  the  whole,  violent.  Of  course  not  every  Catholic  
story  or  novel  revolves  around  a  moment  of  violence,  but  an  astounding  number  of  them  
do.  Although  many  scholars  of  Catholic  fiction  do  note  the  presence  of  violence  in  these  
works,  no  single  study  to  date  has  explored  this  topic  in  any  depth,  or  offered  any  
comprehensive  explanation  for  why  Catholic  fiction  is  so  inundated  by  violent  themes  
and  motifs.  This  is  a  glaring  omission,  because  violence  is  not  just  a  consistent  subject  in  
Catholic  fiction,  it  is  one  of  its  defining  traits.  Indeed,  to  read  Catholic  fiction  is  to  be  
repeatedly  confronted,  perhaps  even  assaulted,  by  images  of  violence.  It  is  my  contention  
that  one  can  best,  and  perhaps  only,  understand  the  violence  of  these  works  by  
approaching  them  through  the  philosophical  and  imaginative  discourses  of  the  Catholic  
faith.  
  

The  purpose  of  this  study  is  three-fold.  First,  to  demonstrate  that  violence  is  a  

consistent  and  significant  theme  in  Catholic  literature.  Second,  to  provide  a  coherent  and  
comprehensive  analysis  of  why  this  is  the  case,  which  will  entail  an  exploration  of  the  
nature  of  the  Catholic  literary  imagination.  I  will  argue  that  Catholic  authors  use  violence  
primarily  as  a  narrative  technique  that  brings  about  a  type  of  conversion  experience,  or  
moment  of  grace,  for  the  characters  involved.  In  addition  to  this,  Catholic  literature  is  so  
often  violent  because  Catholic  authors  believe  that  encountering  violence  in  a  fictional  
form  can  affect  readers,  just  as  it  does  the  characters  within  the  fiction.  I  contend  that  

3  
  
moments  of  narrative  violence  are  the  aesthetic  strategy  employed  by  Catholic  authors  to  
affect  their  readers;;  by  forcing  their  readers  into  encounters  with  violence,  authors  
formed  or  inspired  by  the  Catholic  imagination  use  their  fiction  as  a  means  of  attempting  
to  change  the  ways  their  readers  see  and  understand  their  world  and  their  own  place  
within  it.1  Third,  by  focusing  primarily  on  contemporary  American  literature,  I  will  show  
how  and  why  this  aesthetic  strategy  changes  over  time.  As  Catholic  culture  becomes  less  
distinguishable  from  the  broader  American  culture  it  is  ostensibly  critiquing,  the  
depictions  of  transcendence  that  Catholic  authors  portray  in  their  fiction  become  less  
readily  identifiable  as  definitively  Catholic,  although,  as  I  will  show,  they  continue  to  
manifest  distinctly  Catholic  traits.  In  addition,  contemporary  Catholic  authors  are  less  
inclined  than  their  pre-Vatican  II  counterparts  to  use  their  fiction  to  advance  a  Catholic  
worldview,  and  thus  they  are  less  likely  to  create  fictions  which  are  designed  to  lead  
readers  toward  an  understanding  of  the  world  that  is  fundamentally  Catholic.  In  order  to  
accomplish  any  of  these  goals,  though,  I  need  to  do  three  things:  clarify  what  I  mean  by  
Catholic  literature;;  differentiate  the  violence  of  Catholic  literature  from  the  violence  
found  in  other,  non-Catholic,  literature;;  and  elucidate  the  theoretical  methodology  that  
informs  my  approach  to  studying  violence  in  Catholic  literature.      
What  is  Catholic  Literature?  
There  is  no  clear,  agreed  upon  definition  of  what  constitutes  Catholic  fiction.  One  
RIWKHSULPDU\GLYLVLRQVLQFULWLFV¶FRQFHSWLRQVRI&DWKROLFOLWHUDWXUHLVWKHTXHVWLRQRI
QDUUDWLYHFRQWHQWYHUVXVDXWKRULDOELRJUDSK\,VDZRUN¶V&DWKROLFLVPIRXQGLQLWVVXEMHFW
                                                                                                  
1

  ,UHDOL]HWKDWWKLVZLOOHQWDLOWUHDGLQJLQWRWKHGDQJHURXVZDWHUVRIµDXWKRULDOLQWHQWLRQ¶DQGWKDW,QHHGWR
tread  carefully  as  I  attempt  to  both  explicate  the  motives  behind  authorial  decisions  and  claim  that  these  
motives  are  an  important  tool  in  explaining  the  ways  these  fictions  work.      
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matter  or  in  the  personal  belief  system  of  its  author?  Is  a  work  by  a  non-Catholic,  but  
about  Catholics,  Catholic  literature?  Or,  if  we  decide  an  author  must  be  Catholic  to  
produce  Catholic  literature,  what  is  one  to  do  with  non-practicing,  or  non-believing,  
Catholics?  Is  there  such  a  thing  as  a  cultural  Catholic?  If  a  former  Catholic,  who  has  left  
the  Church,  writes  about  non-Catholic  matters,  is  this  Catholic  literature?  Or,  for  that  
matter,  what  if  a  practicing  Catholic  writes  about  non-Catholic  subjects?  Does  the  
DXWKRU¶VELRJUDSK\PDWWHUDWDOO"Does  the  work  need  to  have  a  spiritual  or  religious  
dimension  in  order  to  qualify,  or  is  there  some  other  quality,  altogether  distinct,  that  
makes  a  work  Catholic?  What  separates  Catholic  literature  from  non-Catholic  literature,  
if  it  is  not  simply  a  matter  of  content  or  authorial  biography?  If  the  defining  
characteristics  are  too  broad  (for  instance,  any  work  by  any  writer  who  was  at  one  time  
Catholic),  the  whole  idea  of  a  distinct  category  of  Catholic  literature  becomes  essentially  
meaningless.  But  if  it  is  too  narrow  (say,  only  works  by  practicing  Catholics  with  
Catholic  content),  then  we  are  left  with  a  very  restricted  sense  of  what  constitutes  
Catholic  fiction.  
Scholars  of  Catholic  literature  tend  to  address  these  questions  from  either  a  
sociological  perspective  or  from  a  theological  one.  Depending  on  the  approach,  scholars  
view  Catholicism  as  either  a  cultural  phenomenon  or  as  an  ontological  belief  system.  
Those  who  approach  Catholic  literature  from  a  cultural  studies  perspective  understand  
Catholicism  as  a  set  of  rituals,  beliefs  and  practices  followed  by  a  distinct  cultural  group.  
One  of  the  main  problems  with  this  approach  to  Catholicism  is  that,  despite  the  
centralized  hierarchy  radiating  out  from  the  Vatican,  the  Catholic  Church  is  not  a  
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monolithic  cultural  organization.  Anyone  seeking  to  understand  Catholic  literature  as  the  
product  of  a  particular  culture  needs  to  be  careful  not  to  have  an  undifferentiated  view  of  
Catholicism.  While  certain  aspects  of  Catholic  faith  and  culture  are  truly  catholic,  or  
universal,  regional  differences  and  historical  context  must  also  be  accounted  for  in  any  
study  of  Catholic  fiction.  
When  studying  Catholic  literature  from  a  sociological  perspective,  it  is  of  
paramount  importance  to  position  the  artist  within  his  or  her  specific  cultural  milieu.  
There  are  broad  differences  between  the  way  Catholicism  is  experienced  and  practiced  in  
different  parts  of  the  world.  Being  part  of  the  distinct  and  at  one  time  persecuted  Catholic  
minority  in  Japan,  as  the  twentieth  century  writer  Shusako  Endo  was,  is  of  course  
radically  different  from  being  a  twenty-first  century  Catholic  in  the  religiously  divided  
Nigeria,  like  the  priest-novelist  Uwem  Akpan,  and  both  are  markedly  different  from  
being  raised  in  the  Catholic  majority  in  a  colonized  country  like  Ireland,  which  shaped  
-DPHV-R\FH¶VOLIHDQGILFWLRQ7KHHDUO\WZHQWLHWKFHQWXU\)UHQFKH[SHULHQFHRI
Catholicism,  as  portrayed  by  Georges  Bernanos  and  Francois  Mauriac,  is  radically  
GLIIHUHQWIURP*UHHQH¶VPLG-century  English  experience  of  it,  and  both  are  distinct  from  
WKHH[SHULHQFHRIEHLQJ&DWKROLFLQ-R\FH¶V,UHODQGRULQ:DONHU3HUF\¶V$PHULFDIRU
that  matter.  Catholicism  had  been  the  dominant  religious  and  cultural  institution  in  
France  for  centuries,  and  in  twentieth  century  Ireland  it  still  was  a  political  and  cultural  
force;;  in  British  and  American  intellectual  and  cultural  history  it  occupied  a  distinctly  
outsider  position.  
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3DXO*LOHV¶VAmerican  Catholic  Arts  and  Fictions  (2000)  is  the  most  
comprehensive  sociological,  as  opposed  to  theological,  treatment  of  American  Catholic  
OLWHUDWXUH,QKLVRZQZRUGVKLVSXUSRVHLV³QRWWRFRQVLGHU&DWKROLFLVPDVDWKHRORJLFDO
HQWLW\«EXWDVDUHVLGXDOFXOWXUDOGHWHUPLQDQWDQGRQHDVSHFWRIWKHVRFLDOFRQWH[WZLWKLQ
which  various  American  arWLVWVRIWKLVFHQWXU\KDYHEHHQZRUNLQJ´  +HGUDZV
attention  to  key  traits  of  specifically  American  Catholic  literature,  including  the  
experience  of  desiring,  but  at  the  same  time  being  suspicious  of,  assimilation  into  
PDLQVWUHDP$PHULFDQOLIH*LOHV¶V  work  demonstrates  the  various  ways  that  Catholic  
literature  in  America  has  also  been  a  minority  literature,  and  as  such  is  thematically  
indebted  to  a  sense  of  alienation.  Utilizing  this  approach,  he  shows  how  the  American  
Catholic  literary  tradition  is  both  shaped  by,  and  in  reaction  against,  the  larger  cultural  
concerns  of  the  modern,  industrialized,  predominantly  Protestant  culture  of  which  it  is  a  
SDUW+HDOVRHPSKDVL]HVKRZ³$PHULFDQ&DWKROLFFXOWXUH´LQSDUWLFXODUKDV³WDNHQDQ
interrogative  stance  tRZDUGVFDQRQLFDODVVXPSWLRQV´RI&DWKROLFGRFWULQHDQGKLVZRUN
GUDZVDWWHQWLRQWR³WKHFRQWLQXLQJWHQVLRQEHWZHHQ5RPDQGRJPDDQG$PHULFDQ
OLEHUDOLVP´  7KHGHVLUHWRFRQWDLQDQGDOORZIRUWKHVHPDQ\FXOWXUDOGLIIHUHQFHVLV
one  reason  I  have  chosen  to  limit  this  study  to  American  Catholic  fiction.  One  could  write  
an  interesting  study  of  the  ways  that  cultural  and  national  boundaries  affect  Catholic  
ZULWHUV¶XVHRIYLROHQFHLQILFWLRQEXW,KDYHFKRVHQWRGHOYHGHHSHULQWRWKH$PHULFDQ
approach  to  these  themes  because  this  restricted  focus  will  result  in  a  more  detailed  and  
nuanced  discussion  of  changes  in  American  Catholic  fiction  in  the  years  since  Vatican  II.  

7  
  
In  tandem  with  the  larger  cultural  differences  in  the  experience  of  Catholicism,  
one  must  DOVREHDULQPLQGKRZDQLQGLYLGXDODXWKRU¶VSHUVRQDOH[SHULHQFHVRI
Catholicism  shaped  his/her  fictional  works.  Converts  like  Greene,  Percy,  Evelyn  Waugh,  
and  Muriel  Spark  have  a  different  intellectual  and  cultural  understanding  of  their  faith  
WKDQGR³FUDGOH&DWKROLFV´OLNH2¶&RQQRU*DXWUHDX[0F'HUPRWWRU'DYLG/RGJH
There  are  also  authors  who  were  brought  up  in  Catholic  environments  that  later  left  the  
institutional  Church,  like  Joyce,  F.  Scott  Fitzgerald,  and  Cormac  McCarthy,  all  of  whose  
fictions  are  nevertheless  deeply  influenced  by  their  Catholic  upbringing,  and  reflect  a  
Catholic  preoccupation  with  guilt,  redemption,  salvation  and  damnation.  Joyce  identifies  
this  condition  in  his  own  work,  when  in  A  Portrait  of  the  Artist  as  a  Young  Man  Cranley  
WHOOV6WHSKHQ³,WLVDFXULRXVWKLQJKRZ\RXUPLQGLVVXSHUVDWXUDWHGZLWKWKHUHOLJLRQLQ
ZKLFK\RXVD\\RXGLVEHOLHYH´  7KHXPEUHOODRI&DWKROLFILFWLRQLVZLGHHQRXJKWR
cover  both  apostates  and  converts  to  Catholicism.  It  covers  those  artists  whose  fictions  
UHIOHFWWKHLQWHOOHFWXDODQGVSLULWXDOKHULWDJHRI&DWKROLFWKRXJKW %HUQDQRV2¶&RQQRU
Percy)  and  those  whose  fictions  portray  the  rituals  and  practices  that  make  Catholicism  
not  only  a  religion  but  also  a  cultural  identity  (Lodge,  Gordon,  McDermott,  Gautreaux).  
Roman  Catholicism,  of  course,  has  undergone  widespread  institutional  change  
over  the  course  of  the  twentieth  century,  leading  to  paradigmatic  shifts  in  the  way  
Catholics  understand  and  represent  the  world  and  their  own  role  within  it.  Since  these  
FKDQJHVVLJQLILFDQWO\DOWHUHGZKDWVRFLRORJLVW$QGUHZ*UHHOH\FDOOV³WKH&DWKROLF
LPDJLQDWLRQ´RIZULWHUVWKHUHQHHGVWREHVRPHGLVWLQFWLRQPDGHEHWZHHQILFWLRQVZULWWHQ
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before,  during,  and  after  the  Second  Vatican  Council  (1962-65).2  For  instance,  David  
Lodge  (1935)  has  a  markedly  different  view  of  English  Catholicism  than  does  Evelyn  
Waugh  (1903-66),  in  large  part  because  their  experience  of  what  it  meant  to  be  Catholic  
ZDVGUDVWLFDOO\DOWHUHGE\WKHFKDQJHVRI9DWLFDQ,,:DXJK¶V&DWKROLFs  are  a  largely  
aristocratic  remnant,  holding  on  tightly  to  an  old  order  that  is  challenged  by  modernity;;  
/RGJH¶V&DWKROLFVDUHLQWHJUDWHGLQWRWKHLUVRFLHWLHVDOWKRXJKWKHLU&DWKROLFVFUXSOHVDQG
practices  can  keep  them  from  total  immersion  in  their  culture.  One  can  even  see  this  shift  
LQIRFXVLQDSDUWLFXODUDXWKRU¶VRHXYUHDVZHOOIRULQVWDQFH0DUN%RVFR¶VGraham  
*UHHQH¶V&DWKROLF,PDJLQDWLRQ    LOOXVWUDWHVKRZWKH&DWKROLFHOHPHQWVLQ*UHHQH¶V
later  fiction  reflect  many  of  the  changing  foci  of  a  post-conciliar  Church.    
The  Second  Vatican  Council  was  the  central  event  in  twentieth  century  
Catholicism,  and  as  such,  it  had  a  dramatic  impact  on  the  form  and  content  of  the  
twentieth  century  Catholic  novel.  Whether  one  is  intending  to  study  Catholic  literature  
from  a  cultural  or  theological  perspective,  one  must  take  into  account  the  significant  
changes  brought  about  by  Vatican  II,  not  only  on  the  rituals  and  practices  of  the  Church,  
and  in  how  the  Church  presents  itself  to  the  world,  but  also  on  the  various  cultural  
PDQLIHVWDWLRQVRIWKH&DWKROLFLPDJLQDWLRQ7KHRGRUH)UDVHU¶VThe  Modern  Catholic  
Novel  in  Europe    RIIHUVWKUHHLPSRUWDQWFRQFHSWVIURP9DWLFDQ,,WKDW³KDYH
LQIOXHQFHGWKHIRUPWKH&DWKROLFQRYHOKDVWDNHQLQUHFHQW\HDUV´  7KH  first  of  these  
LV³ZKDWKDVEHHQFDOOHGµWKHSHUVSHFWLYHIURPEHORZ¶RUWKHFRPPLWPHQWWRFRQIHURQ
secular  forms  of  human  life  not  merely  social  and  functional  significance  but  also  deep  
                                                                                                  
2

  For  a  helpful  overview  on  the  impact  of  Vatican  II,  as  well  as  the  widespread  cultural  changes  of  the  
VRQ$PHULFDQ&DWKROLFLVPVHH&KDSWHURI-D\'RODQ¶VThe  American  Catholic  Experience  (1985).  
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VDFUDPHQWDOPHDQLQJ´ZKLFKKHFRQWUDVWVZLWK³WKHDEVROXWHSRZHUand  mystery  of  
VDFUDPHQWDOIRUPV´DVFRQVWUXHGE\WKH&DWKROLFLPDJLQDWLRQHDUOLHULQWKHFHQWXU\  
7KHVHFRQGLPSRUWDQWGHYHORSPHQWLQ&DWKROLFWKRXJKWWKDW)UDVHULGHQWLILHVLV³WKH
turning  away  from  static  dualism  of  body  and  soul  to  a  more  holistic  view  of  human  
QDWXUH´  7KHWKLUGDQGSHUKDSVPRVWGUDVWLFGHYHORSPHQWLQFOXGHVDOORI³WKH
FKDQJHVLQWKHZD\WKH&KXUFKUHJDUGHGLWVHOIDQGWKHRXWVLGHZRUOG´  9LUWXDOO\
everyone  who  has  written  about  the  contemporary  Catholic  novel  identifies  at  least  one,  
and  possible  all,  of  these  developments  as  being  central  to  the  success  or  failure  of  this  art  
form.      
To  start  with  the  last  point  first,  for  many  scholars  of  Catholic  literature  it  makes  
little  sense  to  speak  about  a  post-Vatican  II  Catholic  literature,  because  the  post-conciliar  
Church  no  longer  maintained  many  of  the  key  cultural  or  theological  differences  that  
made  it  unique.  For  these  critics  and  theorists,  Catholicism  is  no  longer  a  distinct  cultural  
identity.  As  Ross  Labrie,  in  The  Catholic  Imagination  in  American  Literature  (1997),  
QRWHV³7KHILFWLRQDQGSRHWU\ZULWWHQE\$PHULFDQ&DWKROLFVLQWKHVDQGV
reflected  the  flux  of  a  church  that  seemed  no  longer  certain  of  its  mission  and  
LQFUHDVLQJO\DWRGGVZLWKLWVHOI´ ).  Gene  Kellogg,  in  The  Vital  Tradition:  The  Catholic  
Novel  in  a  Period  of  Convergence  (1970),  puts  the  problem  in  stark  confrontational  
WHUPV³6RPXFKDVVLPLODWLRQKDGWDNHQSODFH>DIWHU9DWLFDQ,,@WKDWWKHUHZDVDFULVLVRI
identity.  Catholics,  no  longer  so  critical  of  secularism,  became  by  an  unfortunate  
FRUROODU\RIWHQDOVRQRORQJHUFULWLFDORIWKHLQURDGVRIVHFXODULVPLQWR&DWKROLFLVP¶VRZQ
essence.  It  became  difficult  for  many  Catholics  to  discern  what  Catholics  advocated  that  
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was  not  also  advocatHGE\PRVWPHQRIJRRGZLOO´  ,WLVWUXHWKDWSUH-Vatican  II  
Catholic  fiction  has  more  clearly  delineated  boundaries,  and  is  more  readily  identifiable,  
than  contemporary  Catholic  fiction.  The  pre-Vatican  II  Church  gave  the  Catholic  writer  a  
secure  anGVRPHZKDWLVRODWHGSRVLWLRQIURPZKLFKWRFULWLTXHPRGHUQLW\¶VH[FHVVHV3XW
quite  plainly,  the  pre-Vatican  II  Church  maintained  a  critical  distance  from  contemporary  
culture,  leaving  it  room  to  critique  from  afar;;  the  Vatican  II  call  for  aggiornamento  led  
the  Church  to  engage  the  culture,  thereby  depriving  it  of  its  unique  position  vis-à-vis  the  
contemporary  world.    
Kellogg  suggests  that  once  the  Church  turned  toward  the  world,  Catholic  
OLWHUDWXUHORVWLWVGHILQLQJWUDLW³:LWKRXWWKHDEUDVLYHQHVVRIVXFK  a  distinction  from  the  
VHFXODUHQYLURQPHQWWKHVSDUNRIFUHDWLYHJURZWKFDQQRWEHVWUXFN&UHDWLYLW\¶V
manifestations  diminish.  It  seems  probable  they  will  continue  to  diminish  until  such  time  
as  Catholics  reestablish  their  identity  and  maintain  their  distinctness  from  the  modern  
ZRUOG´  %RVFRWRRLQGLFDWHVWKDWaggiornamento  had  a  negative  effect  on  the  
FUHDWLYHSRZHURIWKH&DWKROLFLPDJLQDWLRQ³7KHHIIHFWRI9DWLFDQ,,«LVWKDW&DWKROLF
difference,  which  had  such  clear  and  defined  contours  in  opposition  to  Protestant  
hegemonies  in  politics,  philosophy  and  theology,  lost  its  ability  to  engage  the  creative  
LPDJLQDWLRQRI&DWKROLFZULWHUV«7KHGLDOHFWLFDOVWDQFHRIWKH&KXUFKWRZDUGWKHRXWVLGH
world  was  so  diminished  or  buried  under  an  ambivalent  Christian  humanism  that  the  
H[SOLFLWPDUNHUVRID&DWKROLFFXOWXUHDQGRUWKRGR[FUHHGZHUHQRORQJHUYLVLEOH´  ,I
the  imaginations  of  Catholic  artists  could  no  longer  be  inspired  by  their  sense  of  
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uniqueness,  of  difference,  in  what  sense  can  we  still  speak  of  a  distinct  Catholic  
imagination?    
$QLWD*DQGROIR¶VTesting  the  Faith:  The  New  Catholic  Fiction  in  America  (1992)  
takes  a  less  pessimistic  stance  on  the  loss  of  cultural  difference  brought  about  by  Vatican  
II.  Rather  than  seeing  it  as  a  hindrance  to  the  Catholic  imagination,  she  notes  how  it  is  a  
spur  to  creativity.  She,  like  Labrie  and  Kellogg,  highlights  the  disaffection  and  alienation  
expressed  by  many  Catholic  writers  in  the  immediate  post-conciliar  moment:  
³6WXGLHV«VKRZWKDWZKHQDFRKHUHQWDQGtranscendent  structure  of  meaning  loses  
significance,  a  feeling  of  dislocation  occurs  among  people  allied  to  that  structure.  As  
supernatural  frameworks  of  meaning  are  eroded,  individuals  often  feel  rootless;;  they  
suffer  from  a  sense  of  dispossession.  And  these  feelings  of  anomie  are  manifested  in  
FRQWHPSRUDU\&DWKROLFILFWLRQ´  EXWVKHJRHVRQWRVKRZWKDWWKHVHIHHOLQJVFDQJLYH
rise  to  important  artistic  expressions,3  praising  contemporary  Catholic  fiction  for  the  way  
LW³GRFXPHQWVDVLJQLILFDQWFXOWXUDOVKLIWLQ&DWKROLFLVP«DQGSURYLGHVLQVLJKWLQWRWKH
transformational  processes  at  work  in  contemporary  Catholic  culture  in  the  United  
6WDWHV´  ,Q*DQGROIR¶VYLHZILFWLRQEHFRPHVWKHQHFHVVDU\SODFHIRUWKHIDLWKIXOWR
engage  with,  and  occasionally  resist,  the  role  of  their  faith  in  an  increasingly  secular  age.    
Catholic  fiction  is  one  of  the  primary  cultural  expressions  that  give  voice  to  what  it  
means  to  be  Catholic  in  the  contemporary  age.  Indeed,  contemporary  Catholic  fiction  is  
worth  reading  and  studying  precisely  because  it  depicts  this  tension  between  secular  and  
                                                                                                  
3

  Anyone  who  has  read  the  late  Victorians  can  attest  to  the  artistic  power  that  can  be  generated  by  such  a  
sense  of  dispossession.  The  Victorians,  after  all,  were  also  passing  through  a  moment  where  many,  if  not  
most,  of  their  transcendent  signifiers  were  being  upended  by  advances  in  science  and  psychology.      
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religious  sensibilities,  which  remains  one  of  the  defining  tensions  of  our  contemporary  
age.4    
While  Gandolfo  celebrates  the  possibilities  inherent  in  post-conciliar  Catholic  
fiction,  J.C.  Whitehouse  takes  a  decidedly  negative  stance  on  the  effect  of  Vatican  II  on  
the  Catholic  imagination.  His  Vertical  Man:  The  Human  Being  in  the  Catholic  Novels  of  
Graham  Greene,  Sigrid  Undset,  and  Georges  Bernanos  (1999)  concludes  with  a  
particularly  bleak  view  of  the  state  of  contemporary  Catholic  fiction.  In  his  view,  the  
main  impact  of  Vatican  II  has  been  to  dis-orient  the  Catholic  believer,  replacing  a  
properly  oriented  hierarchical  relationship  between  humanity  and  God  with  an  
XQGHUVWDQGLQJRI³Man  as  a  social  unit  with  no  significant  personhood,  a  conditioned  
operant  existing  in  a  horizontal  continuum  where  all  is  relative,  contingent  and  ultimately  
YDOXHIUHH´  ,Q:KLWHKRXVH¶VIRUPXODWLRQSUH-Vatican  II  fiction  is  primarily  
concerned  with  the  isolated,  sinful  individual,  who  is  cut  off  from,  and  yet  is  yearning  
for,  God.  The  sinner  and  God  enact  a  drama  of  reconciliation,  played  out  against  a  
KRVWLOHXQEHOLHYLQJZRUOG7KLVIRUPXODWLRQJRHVEDFNWR)UDVHU¶VFODLPWKDWSUH-Vatican  
II  fiction  emphasized  a  dualistic  view  of  human  nature,  and  dwelled  on  the  body-soul  
dichotomy.  Whitehouse  focuses  on  the  ways  in  which  Catholic  writers  of  the  first  half  of  
                                                                                                  
4

  $OWKRXJKWKHµQHZDWKHLVWV¶PLJKWDUJXHRWKHUZLVH$PHULFDLVVWLOORVWHQVLEO\DEHOLHYLQJQDWLRQ0RUH
than  95%  of  Americans  profess  to  believe  in  God,  according  to  the  Pew  Forum  on  Religion  and  Public  Life  
³865HOLJLRXV/DQGVFDSH6XUYH\´  ,QSDUWP\VWXG\LVDQDWWHPSWWRILQGRXWKRZWKLVEHOLHILV
manifested  in  contemporary  American  society.  Although  there  are  far  more  Protestant  Christians  in  
America  than  Catholics  (51.3%  of  the  population  vs.  23.9%),  the  Pew  report  identifies  the  Catholic  Church  
as  the  single  largest  religious  denomination  in  the  country,  so  contemporary  Catholic  fiction  is  one  place  to  
turn  in  an  attempt  to  see  how  religious  belief  affects  the  way  contemporary  Americans  think  and  act.  One  
additional  finding  of  the  Pew  report  that  is  relevant  to  my  discussion  of  belief  in  the  modern  age  is  WKDW³WKH
number  of  people  who  say  they  are  unaffiliated  with  any  particular  faith  today  (16.1%)  is  more  than  double  
the  number  who  say  they  ZHUHQRWDIILOLDWHGZLWKDQ\SDUWLFXODUUHOLJLRQDVFKLOGUHQ´:KLOHWKHVH
unaffiliated  Americans  are  not,  by  and  large,  atheists  or  agnostics,  they  do  point  toward  the  changing  nature  
of  religious  identity  in  contemporary  America.  For  more  on  this,  see  beORZ³&DWKROLF/LWHUDWXUHLQD
SeculDU$JH´SDJH  and  following.  
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WKHFHQWXU\HPSKDVL]HWKHLQGLYLGXDO¶VSHUVRQDODQGLVRODWHGUHODWLRQVKLSZLWKWKH
transcendent,  and  he  indicates  that  this  theological  model  is  insufficient  for  a  post-
conciliar  church.  If  the  Catholic  imagination  in  the  early  twentieth  century  was  a  
³YHUWLFDO´RQHFRQFHUQHGZLWKWKHUHODWLRQVKLSEHWZHHQWKHFKDUDFWHUDQGDWUDQVFHQGHQW
GoGWKHQWKHFRQWHPSRUDU\&DWKROLFLPDJLQDWLRQLVVWUXFWXUHGDVD³KRUL]RQWDO´RQHOHVV
focused  on  individual  salvation,  and  more  concerned  with  a  search  for  a  loving  and  
supportive  community  on  pilgrimage  together  in  faith.  This  emphasis  on  social  
relationships,  or  the  search  for  community,  is  present  in  nearly  every  post-Vatican  II  
&DWKROLFILFWLRQDQGPD\EHDWWULEXWDEOHWRWKHFRXQFLO¶VIRFXVRQWKHKRUL]RQWDOUDWKHU
WKDQH[FOXVLYHO\YHUWLFDOQDWXUHRIKXPDQLW\¶VUHODWLRQWR*RG  
While  most  scholars  of  contemporary  Catholic  literature,  like  Gandolfo,  Marian  
Crowe,  and  John  C.  Waldmeir,  find  this  emphasis  on  community  a  positive  development  
in  contemporary  Catholic  fiction,  Whitehouse  asserts  that  it  has  resulted  in  a  reductive  
view  of  humanity  and  in  a  diminished  Catholic  imagination,  in  which  the  vertical  
orientation  of  pre-FRQFLOLDU&DWKROLFILFWLRQ³KDVODUJHO\JLYHQZD\WRDUHSUHVHQWDWLRQRI
WKHKXPDQEHLQJDVDQH[XVRIVRFLDOUHODWLRQVKLSV´  )RU:KLWHKRXVHWKLVHPSKDVLV
upon  communal,  rather  than  individual,  experience  lessens  the  dramatic  power  of  the  
work  and  results  in  a  debased  view  of  individual  agency.  He  contends  this  type  of  fiction,  
ZKLFKHPSKDVL]HV³WKHVRFLDOSROLWLFDODQGHFRQRPLFGLPHQVLRQVRI>FKDUDFWHUV¶@OLYHV´
runs  the  risk  of  making  individuals  into  less  than  fully  autonomous,  and  responsible,  
figures  (16).  In  his  view,  that  which  made  the  Catholic  novel  worthwhile  ±  WKH³&DWKROLF
YLHZRIPDQDVDFUHDWXUHRIHQRUPRXVLQGLYLGXDOZRUWK«PRYLQJJUDGXDOO\WRZDUGV
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salvation  oUGDPQDWLRQ´  ±  can  no  longer  be  the  focus  of  Catholic  fiction,  because  it  
is  no  longer  the  prioritized  view  emanating  from  the  Catholic  Church.  
Whitehouse  critiques  the  way  the  changes  in  the  theological  emphasis  of  Roman  
Catholicism,  initiated  by  Vatican  II,  have  affected  the  potentiality  of  the  Catholic  
imagination.  While  I  disagree  with  his  assertions  about  the  negative  results  of  these  
changes,  he  is  right  that  any  comprehensive  approach  to  understanding  twentieth  century  
Catholic  fiction  must  attempt  to  identify  the  ways  in  which  the  theological  framework  of  
&DWKROLFLVPVKDSHVWKHDUWLVW¶VLPDJLQDWLRQ7KLVEULQJVXVEDFNWR)UDVHU¶VILUVWFODLP
DERXWWKHFKDQJHVZURXJKWE\9DWLFDQ,,WKDWLWHPSKDVL]HGD³SHUVSHFWLYHIURPEHORZ´
WKDWJDYH³VHFXOar  forms  of  human  life  not  merely  social  and  functional  significance  but  
DOVRGHHSVDFUDPHQWDOPHDQLQJ´  :KLOH)UDVHUJLYHVWRRPXFKZHLJKWWRWKHLGHD
that  this  is  a  particularly  new  development  in  Catholic  thought  ±  indeed,  the  entire  
tradition  of  twentieth  century  Catholic  literature  is  more  or  less  defined  by  this  trait  ±  he  
is  right  to  draw  attention  to  the  way  Vatican  II  prioritized  this  sacramental  sense  in  the  
most  secular  and  quotidian  aspects  of  life.  Contemporary  Catholic  literature  is,  above  all,  
shaped  by  a  sacramental  tradition,  which  remains  the  essence  of  the  Catholic  imagination.    
Catholic  philosopher  and  literary  critic  William  Lynch  defines  the  religious  
imagination  in  the  following  manner:    
All  the  resources  of  man,  all  his  faculties,  his  whole  history,  his  whole  life,  and  
his  whole  heritage,  all  brought  to  bear  upon  the  concrete  world  inside  and  outside  
of  himself,  to  form  images  of  the  world,  and  thus  to  find  it,  cope  with  it,  shape  it,  
eveQPDNHLW7KHWDVNRIWKHLPDJLQDWLRQLVWRLPDJLQHWKHUHDO«7KHUHOLJLRXV
imagination,  given  certain  resources,  tries  literally  to  imagine  things  with  God.  
Again  and  again,  therefore,  it  finds  itself  rearranging  patterns  of  facts  and  
evidence  into  new  patterns,  according  to  its  own  information,  its  own  forms,  its  
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own  history.  It  pours  everything  that  it  knows  and  wants  into  its  own  patterns.  It  
says  simply:  This  is  the  way  I  see  things.    (Christ  and  Prometheus  23)  
  
For  Lynch,  it  is  the  imagination,  rather  than  the  intellect  alone,  that  shapes  the  
LQGLYLGXDO¶VH[SHULHQFHRIWKHZRUOGDQGWKLVLPDJLQDWLYHSURFHVVLVVRPHWKLQJWKDWOHDGV
the  individual  toward  the  experience  of  God.  This  holistic  and  totalizing  understanding  of  
the  role  and  function  of  the  imagination  is  one  reason  the  Catholic  novel  is  still  a  vibrant  
DQGXQLTXHIURPRIDUWLVWLFH[SUHVVLRQ(DFKLQGLYLGXDODUWLVW¶VLPDJLQDWLRQZLOOGLIIHU
based  on  individual  life  experiences,  but  the  imaginative  faculties  of  all  Catholic  writers,  
whether  they  are  raised  in  the  Catholic  tradition  or  have  come  to  embrace  it  at  some  point  
later  in  their  life,  will  be,  in  part,  shaped  by  the  common  tradition  and  beliefs  of  the  
Church.  Catholicism  changes,  and  so  the  imagination  of  Catholics  will  change  along  with  
it,  but  there  are  certain  unifying  elements  and  traits  that  remain  constant.  They  are  central  
to  the  modern  Catholic  imagination  because  they  are  a  consistent  part  of  a  theologically  
grounded  Catholic  worldview.  In  fact,  the  Catholic  imagination,  although  necessarily  
GLYHUVHGRHVPDQLIHVWDEURDGVLPLODULW\RI³SDWWHUQV´DQGLWLVSRVVLEOHWRLGHQWLI\
specific  patterns  at  work  in  the  twentieth  century  Catholic  novel.  Bosco,  in  Graham  
*UHHQH¶V&DWKROLF,PDJLQDWLRQ,  identifies  five  unifying  themes  of  the  Catholic  novel:  the  
VLQQHUDWWKH³KHDUWRI&KULVWLDQLW\´;;  the  tension  between  corrupt  flesh  and  transcendent  
spirit  (usually  in  terms  of  sexual  tension);;  a  critique  of  materialism/rationalism;;  the  
presence  of  spiritual  substitution/sacrifice  (sometimes  referred  to  as  vicarious  suffering);;  
DQGWKHGHSLFWLRQRIWKH'LYLQHDVWKH³+RXQGRI+HDYHQ´  In  part,  my  project  is  an  
attempt  to  argue  for  a  sixth  trait:  the  presence  and  significance  of  moments  of  shocking  
violence.  But  there  is  an  even  more  widespread  and  identifiable  trait  of  the  Catholic  
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imagination  that  supplies  the  philosophical  support  for  all  of  these:  the  Catholic  
understanding  of  sacramentality,  which  is  manifested  in  Catholic  art,  liturgy,  theology  
and  philosophy.    
The  religious  worldview  that  informs  Catholic  literature  is  incarnational  and  
sacramental.  Catholic  theology  holds  that  all  of  creation  is  sacred,  and  filled  with  the  
presence  of  God.  Greeley,  in  The  Catholic  Imagination  (2001),  describes  how  the  
&DWKROLFLPDJLQDWLRQ³VHHVFUHDWHGUHDOLW\DVDµVDFUDPHQW¶WKDWLVDUHYHODWLRQRIWKH
SUHVHQFHRI*RG´  +HJRHVRQWRH[SODLQWKDWIRU&DWKROLFV³WKHREMHFWVHYHQWVDQG
persons  of  ordinary  existence  hint  at  the  nature  of  God,  and  indeed  make  God  in  some  
IDVKLRQSUHVHQWWRXV´  &DWKROLFVEHOLHYHDVDFUDPHQWLV³DQH[WHUQDOVLJQRIVRPHWKLQJ
VDFUHG´EXW³WKHVDFUDPHQWVRIWKH&KULVWLDQGLVSHQVDWLRQDUHQRWPHUHVLJQVWKH\GRQRW
merely  signify  Divine  grace,  but  in  virtue  of  their  Divine  institution,  they  cause  that  grace  
in  the  souOVRIPHQ´ ³6DFUDPHQWV´ 5  The  Catholic  sacramental  view  of  reality  indicates  
that  the  world,  and  everything  in  it,  can  lead  one  to  experience  grace,  or  to  have  an  
experience  of  the  divine.  In  the  words  of  Catholic  priest  and  theologian  Richard  McBrien,  
CDWKROLFVDFUDPHQWDOLW\KROGVWKDW³*RGLVSUHVHQWHYHU\ZKHUHWKHLQYLVLEOHLQWKH
                                                                                                  
5

  A  number  of  twentieth  century  theologians  have  written  on  the  precise  nature  of  Catholic  sacramentality.  I  
have  found  Edward  Schillebeeckx  description  of  sacrament  as  encounter  between  God  and  humanity  to  be  
SDUWLFXODUO\LOOXPLQDWLQJ+HZULWHVWKDW³VDFUDPHQWDOLW\«EULGJHVWKHJDSDQGVROYHVWKHGLVSURSRUWLRQ
between  the  Christ  of  heaven  and  unglorified  humanity,  and  makes  possible  a  reciprocal  human  encounter  
of  Christ  and  men  even  after  WKHDVFHQVLRQ«7KH&KXUFK¶VVDFUDPHQWVDUHQRWWKLQJVEXWHQFRXQWHUVRIPHQ
RQHDUWKZLWKWKHJORULILHGPDQ-HVXVE\ZD\RIDYLVLEOHIRUP´  7KHWKHRORJLDQZKRH[SORUHVWKLV
concept  of  sacrament  as  encounter  most  extensively,  particularly  as  it  relates  to  literature,  is  Hans  Urs  von  
Balthasar.  0LFKDHO0XUSK\¶VA  Theology  of  Criticism  is  an  excellent  study  of  the  connection  between  
%DOWKDVDU¶VVDFUDPHQWDOWKHRORJ\DQGWKHIRUPRIWKH&DWKROLFLPDJLQDWLRQ0XUSK\GHPRQVWUDWHVKRZLQ
%DOWKDVDU¶VWKHRORJLFDOYLVLRQ³$UWSHUIRUPVDVDFUDPHQWDOLW\DQGVRDPSOLILHVWKHFRQQHFWLRQEHWZHHQ
ZKDWLVµZRUGHG¶RUµLPDJHG¶ LHWKHkataphatic)  and  what  remains  on  the  edge  of  expression  (i.e.,  the  
apophatic 7KHFRQWHQWRIWKHVDFUDPHQWDOµSHUIRUPDQFH¶LVUHYHDOHd  by  analogy,  grasped  by  the  analogical  
LPDJLQDWLRQ´  7KLVVDFUDPHQWDODQDORJLFDOLPDJLQDWLRQVKDSHV&DWKROLFILFWLRQ  
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YLVLEOHZLWKLQXVDQGZLWKLQWKHZKROHFUHDWHGRUGHU´  /LWHUDU\FULWLF0DU\
Reichardt  identifies  this  sacramental  sensibility  as  central  to  the  aesthetics  of  Catholic  art:  
³DGHILQLQJIHDWXUHRID&DWKROLFYLVLRQDQGRQHWKDWVHWVLWDSDUWIURPVWULFWO\
deterministic  theories  is  that  it  is  open  to  supernatural  mystery,  the  existence  of  another  
world  beyond  that  of  the  senses  to  which  human  beings  are  ultimately  orientHG´ ).    
My  understanding  of  the  sacramental  nature  of  the  particularly  Catholic  
imagination  is  heavily  indebted  to  the  work  of  contemporary  theologian  David  Tracy.  
Tracy,  in  Plurality  and  Ambiguity  (1987),  differentiates  between  the  analogical  
imagination  of  the  Catholic  community,  where  relationships  are  built  upon  an  
XQGHUVWDQGLQJRI³VLPLODULW\-in-GLIIHUHQFH´DQGWKHGLDOHFWLFDOLPDJLQDWLRQRIWKH
Protestant  community,  which  exposes  differences  and  places  them  in  opposition  (20).    
7UDF\¶VThe  Analogical  Imagination  (1981)  elaborates  on  these  differences  between  the  
Catholic  and  Protestant  views  of  reality,  through  a  discussion  of  what  he  terms  the  
³&ODVVLF´WH[WVRIHDFKWUDGLWLRQ6  Tracy  demonstrates  that  Catholic  theologians  and  
writers  tend  to  focus  on  the  ways  God  is  manifested  in  created  reality,  whereas  
Protestants  understand  God  as  being  beyond  the  limits  of  understanding  or  
comprehension.  In  the  Protestant  tradition,  as  opposed  to  the  Catholic  one,  God  is  
envisioned  as  transcendent  rather  than  immanent,  as  absent  rather  than  present,  and  as  
dis-similar  rather  than  similar.  The  Catholic  understanding  of  a  God  who  is  present  in  all  
of  creation  gives  rise  to  a  literary  tradition  that  seeks  to  make  this  presence  manifest,  
                                                                                                  
6

  %\D³&ODVVLF´WH[W7UDF\PHDQVDZRUNWKDWERWKUHWDLQVVLJQLILFDQFHRYHUWLPHDQGEHDUVDQH[FHVVRI
meaning;;  the  classic  conWLQXDOO\FRQIURQWVWKHUHDGHUZLWKWKHIHHOLQJWKDWVRPHWKLQJEH\RQGRQH¶VIDFLOH
understanding  might  be  at  work  (Analogical  101-07).  His  use  of  the  classic  text  to  make  his  case  underlines  
the  idea  that  texts  are  by  their  very  nature  open  to  a  theological  hermeneutic,  that  it  is  the  text  that  describes  
and  orientates  the  discourse.  
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primarily  through  the  use  of  metaphor  and  symbolism.  In  this  sense,  the  analogical  
imagination  is  a  product  of  a  theological  view  of  existence  (God  is  present  and  reveals  
Himself  in  nature  and  the  human  realm),  that  gives  rise  to  a  particular  literary  style  (the  
use  of  symbolism  and  metaphor  as  a  particularly  valid  means  of  mediating  objective  
reality).    
7UDF\¶VLQVLJKWLQWRWKHGLIIHUHQFHVEHWZHHQWKH&DWKROLFDQG3URWHVWDQW
imaginations  finds  a  surprising  analog  in  J.  Hillis  MLOOHU¶VThe  Disappearance  of  God  
(1963).  Miller,  although  not  a  theologian,  is  an  astute  critic  of  narrative  ethics,  and  in  this  
early  work  he  explores  the  way  the  changing  consciousness  of  the  western  world  in  the  
nineteenth  and  early  twentieth  centuries  affected  the  religious  sensibility  found  in  the  
literature  of  the  age.  He,  like  Tracy,  notes  a  difference  between  transcendent  and  
VDFUDPHQWDOZRUOGYLHZVRUEHWZHHQEHOLHILQD*RGZKR³H[LVWVEXW«LVRXWRIUHDFK´
DQGDUHOLJLRXVVHQVLELOLW\WKDW³H[SHULenced  the  divine  power  as  immediately  present  in  
QDWXUHLQVRFLHW\DQGLQHDFKPDQ¶VKHDUW´ -2).  He  writes  that  this  latter,  sacramental,  
mindset,  which  had  been  the  dominant  social  paradigm  for  most  of  the  history  of  
Christendom,  was  no  longer  accessiEOHEHFDXVHLQWKHPRGHUQFRQVFLRXVQHVV*RG³QR
ORQJHULQKHUHVLQWKHZRUOGDVWKHIRUFHELQGLQJWRJHWKHUDOOPHQDQGDOOWKLQJV´    
Miller  writes  that  the  sacramental  sensibility  of  the  old,  Catholic-Christian  
worldview  created  a  system  of  order  anGPHDQLQJ³FUHDWHGWKLQJVZHUHQRWPHUHO\VLJQV
SRLQWLQJWRVRPHWKLQJZKLFKUHPDLQHGRIIDWDGLVWDQFHVHSDUDWHG«FUHDWHGWKLQJV
SDUWLFLSDWHGLQWKHVXSHUQDWXUDOUHDOLW\WKH\VLJQLILHG´  DQGWKLVLQKHUHQWPHDQLQJ
FDUULHGRYHULQWRODQJXDJHDVZHOO³Whe  words  of  the  poem  incarnated  the  things  they  
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QDPHG«SRHWU\ZDVPHDQLQJIXOLQWKHVDPHZD\DVQDWXUHLWVHOI±  by  a  communion  of  the  
YHUEDOV\PEROVZLWKWKHUHDOLW\WKH\QDPHG´  ,Q0LOOHU¶VDFFRXQWWKHGLVDSSHDUDQFH
of  God  from  the  world  goes  hand  in  KDQGZLWKPRGHUQLW\¶VHPSKDVLVXSRQLQGLYLGXDOLVP
DQGERWKDUHGLUHFWO\FRQQHFWHGWR³WKH3URWHVWDQWUHLQWHUSUHWDWLRQRIWKH(XFKDULVW´DV
V\PEROUDWKHUWKDQVDFUDPHQW  ,I³WKHLGHDRIWKH,QFDUQDWLRQZDVWKHXOWLPDWHEDVLV
IRUWKLVKDUPRQ\´WKHQWKH  ORVVRIEHOLHILQ*RG¶VUHDOSUHVHQFHLQWKHZRUOGDQGLQWKH
sacraments,  was  a  fundamental  step  in  bringing  about  the  fragmentation  of  modernity,  
³WKHVSOLWWLQJDSDUW«RIWKHFXOWXUDOXQLW\RIPDQ*RGQDWXUHDQGODQJXDJH´  0LOOHU
directly  connects  WKLVWRDHVWKHWLFSUDFWLFH³WKHROGV\PEROLVPRIDQDORJLFDOSDUWLFLSDWLRQ
LVJUDGXDOO\UHSODFHGE\WKHPRGHUQSRHWLFV\PEROLVPRIUHIHUHQFHDWDGLVWDQFH´ZKHUH
³VXFKV\PEROVGHVLJQDWHDQDEVHQFHQRWDSUHVHQFH´    
:KDW0LOOHU¶VDSSURDFKIDLOVWRUHFRJQL]HDQGZKLFK7UDF\¶VZRUNKHOSVWR
illuminate,  is  that  this  symbolic  understanding  of  modern  literature,  with  its  emphasis  on  
absence  and  longing,  is  incomplete  because  it  fails  to  take  into  account  the  metaphysical  
assumptions  that  govern  Catholic  aesthetics.  Miller  writes  as  if  the  sensibility  that  guides  
all  nineteenth  and  early  twentieth  century  literature  is  shaped  by  the  absence  of,  and  
longing  for,  God,  whereas  Tracy  sees  this  as  primarily  a  Protestant  trait,  and  defines  
Catholic  literature  as  stLOOFHOHEUDWLQJ*RG¶VSUHVHQFHDOEHLWLQVOLJKWO\KLGGHQRU
unexpected  forms.  Jacques  Maritain,  one  of  the  most  important  contributors  to  the  
concept  of  Catholic  aesthetics,  articulates  an  understanding  of  art  that  directly  reflects  the  
worldview  that  MilOHUFODLPVKDVEHHQORVW³$UW«LVIXQGDPHQWDOO\FRQVWUXFWLYHDQG
creative.  It  is  the  faculty  of  producing,  not  of  course  ex  nihilo,  but  out  of  pre-existing  
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matter,  a  new  creature,  an  original  being  capable  in  its  turn  of  moving  a  human  soul.  
«$UWLVWLFFUHDWLRQGRHVQRWFRS\*RG¶VFUHDWLRQEXWFRQWLQXHVLW´  ,QWKLVVHQVH
0LOOHU¶VDFFRXQWDQGSHUKDSVDOVRKLVGHFRQVWUXFWLYHWKHRUHWLFDODSSURDFKWKDWJURZVRXW
of  it,  is  an  inadequate  approach  to  Catholic  literature.          
0LOOHUZULWHVWKDW³PRGHUQWKRXJKW´ DQGE\H[WHQVLRQPRGHUQOLWHUDWXUH ³KDV
been  increasingly  dominated  by  the  presupposition  that  each  man  is  locked  in  the  prison  
RIKLVFRQVFLRXVQHVV´  &DWKROLFOLWHUDWXUHZLWKLWVVDFUDPHQWDODQGLQFDUQDWLRQDO
understanding  of  existence,  offers  a  distinctly  alternative  account  of  the  modern  
condition.  In  the  Catholic  imagination  the  individual  may  still  be  a  prisoner  of  his  or  her  
own  isolated  self-consciousness,  but  he  or  she  does  not  need  to  be  one.  Catholic  literature  
attempts  to  reflect  a  worldview  that  transcends  this  sense  of  isolation  and  entrapment.  If  
the  individual  is  imprisoned,  the  Catholic  writer  is  not  content  to  simply  depict  this  
condition,  he  or  she  is  interested  in  envisioning  a  way  out.  The  Catholic  writer  attempts  
to  reveal  presence  instead  of  absence  within  the  prison  of  the  severed  ego.      
But  how  does  one  accomplish  this?  The  answer  will  change  depending  on  the  
circumstances  of  the  individual  story,  but  the  overall  pattern  found  in  much  Catholic  
fiction  involves  the  use  of  violence  in  the  service  of  a  sacramental  imagination.  Catholic  
literature,  because  of  its  analogical  character,  points  beyond  a  purely  deterministic  
understanding  of  human  nature.  It  is  constructed  on  the  premise  that  there  is  something  
more  at  work  in  human  existence  than  biological  processes.  Central  to  this  belief  is  the  
idea  that  literature  itself  is,  in  a  sense,  sacramental.  Roman  Catholicism,  by  maintaining  a  
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belief  in  real  presences,7  keeps  open  a  space  for  the  sacramental  power  of  language.  In  
the  Catholic  imagination,  God,  humanity,  nature  and  language  still  participate  in  each  
other.  The  belief  in  the  possibility  that  God  is  present  in  the  everyday  reality  of  existence  
is  a  fundamental  aspect  of  Catholic  art  and,  particularly,  Catholic  fiction.  If  a  work  of  art  
lacks  this  dimension,  it  is  not,  in  any  meaningful  sense,  Catholic.  At  the  same  time,  it  is  
this  sacramental  dimension  of  the  religious  imagination  that  allows  Catholic  literature  to  
have  just  about  anything  as  its  subject  matter.  Catholic  literature  does  not  need  to  be  
about  explicitly  Catholic  content.  Novels  do  not  need  to  focus  on  priests  and  nuns,  or  
even  on  Catholic  dogma  or  ritual,  because  for  artists  in  the  Catholic  tradition,  any  and  all  
subject  matter  can  reflect  the  divine  presence  since  signs  of  divinity  are  present  
throughout  all  of  creation.  
,QWKLVVHQVHZHFDQIXOO\DSSUHFLDWHDQGDJUHHZLWK0DULDQ&URZH¶VGHILQLWLRQRI
&DWKROLFOLWHUDWXUHDV³DZRUNRIVXEVWDQWLDOOLWHUDU\PHULWLQZKLFK&DWKROLFWKHRORJ\DQG
thought  have  a  significant  presence  within  the  narrative,  with  genuine  attention  to  the  
inner  spiritual  life,  often  drawing  on  Catholicism¶s  rich  liturgical  and  sacramental  
V\PEROLVPDQGHQULFKHGE\WKHDQDORJLFDO&DWKROLFLPDJLQDWLRQ´  $&DWKROLFDXWKRU
does  not  necessarily  need  to  subscribe  to  all  of  the  tenets  of  Catholicism  (indeed,  in  the  
twenty-first  century  it  becomes  nearly  impossible  to  find  one  who  does),  but  he  or  she  
must  engage  with  them.  For  the  purposes  of  this  study,  I  have  restricted  the  focus  even  
                                                                                                  
7

  0\XVHRIWKHSKUDVHµUHDOSUHVHQFHV¶UHIHUVWRWKHEHOLHILQWUDQVXEVWDQWLDWLRQEXWLVDOVRLQWHQGHGWR
LQYRNH*HRUJH6WHLQHU¶VZRUNReal  Presences,  which  argues  that  ³DQ\FRKHUHQWDFFRXQWRIWKH
capacity  of  human  speech  to  communicate  meaning  and  feeling  is,  in  the  final  analysis,  underwritten  by  the  
DVVXPSWLRQRI*RG¶VSUHVHQFH´DQGWKDW³WKHZDJHURQWKHPHDQLQJRIPHDQLQJRQWKHSRWHQWLDORILQVLJKW
and  response  when  one  human  voice  addresses  another,  when  we  come  face  to  face  with  the  text  and  work  
RIDUWRIPXVLF«LVDZDJHURQWUDQVFHQGHQFH´ -2).    
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further,  including  only  authors  who  self-identify  as  Catholics  (or  who  did  at  the  time  they  
wrote  the  fiction  under  discussion).8  I  do  this  not  because  I  believe  they  are  the  only  
Catholic  authors  worth  studying,  but  because  by  engaging  with  writers  who  have  
consciously  chosen  to  place  their  work  within  the  Catholic  literary  tradition  we  will  be  
able  to  see  the  contours  of  the  pattern  of  the  religious  imagination  even  more  clearly.      
Catholic  Violence  
Now  that  we  have  established  the  scope  of  the  works  under  discussion,  we  need  to  
further  clarify  how  and  why  the  violence  present  in  these  Catholic  texts  is  different  from  
the  violence  in  non-Catholic  literature.  If,  as  I  argue,  there  is  something  unique  about  the  
Catholic  imagination  and  its  embrace  of  violence  as  an  aesthetic  strategy,  we  need  to  
differentiate  this  Catholic  approach  from  those  taken  by  artists  shaped  primarily  by  
secular  constructions  of  reality.  This  is  not  a  simple  proposition,  since  there  is  no  denying  
that  American  literature  has  been,  from  the  very  beginning,  violent,9  and  twentieth  
century  American  literature  is  even  more  so,  culminating  in  orgies  of  blood  like  
American  Psycho,  Blood  Meridian,10  or  any  number  of  Stephen  King  novels.  Even  
                                                                                                  
8

  The  one  exception  to  this  is  David  Foster  Wallace,  whose  inclusion  will  be  discussed  in  greater  detail  in  
Chapter  5.  
  
9
  The  definitive  account  of  the  workings  of  violence  on  the  creation  of  the  American  psyche  is  Richard  
6ORWNLQ¶VRegeneration  Through  Violence:  The  Mythology  of  the  American  Frontier,  1600-1860  (2000).  
Slotkin  argues,  ³In  American  mythogenesis  the  founding  fathers  were  not  those  eighteenth-century  
JHQWOHPHQZKRFRPSRVHGDQDWLRQDW3KLODGHOSKLD5DWKHUWKH\ZHUHWKRVHZKR«WRUHYLROHQWO\DQDWLRQ
from  implacable  and  opulent  wilderness´  6ORWNLQGUDZVRQHDUO\$PHULFDQKLVWRU\DQGOLWHUDWXUHWR
demonstrate  how,  ³Regeneration  ultimately  became  the  means  of  violence,  and  the  myth  of  regeneration  
through  violence  became  the  structuring  metaphor  of  the  American  experience´  (5).    
  
10
  McCarthy  was  raised  Catholic,  and  his  use  of  violence  makes  an  interesting  parallel  to  the  works  studied  
KHUH)RUPRUHRQWKHFRQQHFWLRQEHWZHHQ0F&DUWK\¶VXVHRIYLROHQFHDQGKLVUHOLJLRXVYLHZVVHH
SDUWLFXODUO\+DOODQG:DOODFK¶VSacred  Violence   9ROXPHV &LXED¶VDesire,  Violence,  and  Divinity  
in  Modern  Southern  Fiction    DQG2¶*RUPDQ¶V³9LROHQFH1DWXUHDQG3URSKHF\LQ)ODQQHU\
2¶&RQQRUDQG&RUPDF0F&DUWK\´    
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contemporary  young  adult  literature  is  intensely  violent,  a  trend  best  represented  by  
6X]DQQH&ROOLQV¶VGLVWXUELQJO\JUDSKLF DQGH[FHOOHQW \RXQJDGXOWWULORJ\The  Hunger  
Games,  in  which  children  are  forced  to  murder  each  other  for  sport.  
The  reasons  behind  the  violent  nature  of  American  fiction,  particularly  
contemporary  American  fiction,  have  been  the  subject  of  numerous  critical  approaches.  
The  most  common  explanation  for  its  ubiquity  is  that  violence  is  representational  of  
social  or  cultural  forces  at  work  in  America.  James  Giles,  in  Violence  in  the  
Contemporary  American  Novel    DUJXHVWKDWVLQFHZHOLYHLQ³DZRUOGLQZKLFK
H[SORLWDWLRQDQGGHDWKDUHHYHUSUHVHQW«YLROHQFH>LQFRQWHPSRUDU\ILFWLRQ@KDVFHDVHGWR
VHHPH[WUDRUGLQDU\´DQGEHFDXVHRIWKLVYLROHQFHLQILFWLRQ³LVGHSLFWHG«DVµVWUXFWXUDO¶  
µV\VWHPLF¶DVDNLQGRIUDQGRPWRWDOLWDULDQIRUFH´ -7).  While  for  Giles  American  
society  as  a  whole  is  violent,  other  critics  identify  specific  social  or  cultural  forces  as  
driving  societal  violence;;  most  focus  on  some  aspect  of  the  inequalities  present  in  race,  
gender,  and  class  dynamics  as  the  underlying  cause  for  the  violence.11  For  these  critics,  
violence  is  present  in  fiction  because  violence  is  present  in  society;;  we  live  in  a  world  
where  the  powerful  prey  upon  and  exploit  the  weak,  and  one  of  the  functions  of  critical  
inquiry  is  to  identify  the  causes  of  these  moments  of  violence  in  order  to  move  towards  
eliminating  them.  These  critics  argue  that  fiction  writers  write  about  violence  either  
because  they  are  reflecting  what  they  see  in  society  or  because  they,  too,  want  to  identify  
and  eradicate  the  causes  of  societal  violence.    
                                                                                                  
11

  6HHIRUH[DPSOH&KDQGUD¶VNarrating  Violence,  Constructing  Collective  Identities    /HGEHWWHU¶V
Victims  and  the  Postmodern  Narrative    5HGGLQJ¶VRaids  on  Human  Consciousness    6KDZ¶V
The  Modern  American  Novel  of  Violence    7DQQHU¶VIntimate  Violence:  Reading  Rape  and  Torture  in  
Twentieth-Century  Fiction    :HVOH\¶V9iolent  Adventure:  Contemporary  Fiction  by  American  Men  
(2003).  
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Theologian  Walter  Wink  provides  an  alternate  account  of  the  pervasiveness  of  
violence  in  American  literature  and  culture.  He  claims  that  violence  is  an  integral  aspect  
of  American  self-LGHQWLW\ZKLFKPDQLIHVWVLWVHOILQZKDWKHWHUPVWKH³0\WKRI
5HGHPSWLYH9LROHQFH´WKHLQWHUQDOL]HGEHOLHIWKDW³WKHYLFWRU\RIRUGHURYHUFKDRV>LV
RQO\DFFRPSOLVKHG@E\PHDQVRIYLROHQFH´ ³)DFLQJ´ :LQNFRQWHQGV  
Violence  is  the  ethos  of  our  times.  It  is  the  spirituality  of  the  modern  world.  It  has  
been  accorded  the  status  of  a  religion,  demanding  from  its  devotees  an  absolute  
REHGLHQFHWRGHDWK«9LROHQFHLVVRVXFFHVVIXODVDP\WKSUHFLVHO\EHFDXVHLW
does  not  seem  to  be  mythic  in  the  least.  Violence  simply  appears  to  be  the  nature  
of  things.  It  is  what  works.  It  is  inevitable,  the  last  and,  often,  first  resort  in  
conflicts.  (Engaging  the  Powers  13)  
  
7KHHQGUHVXOWRIWKLVLGHRORJ\OHDGVRQHWREHOLHYHWKDWWKH³GHDWKRI«HYLOEHLQJVLV
neFHVVDU\LQRUGHUWRFOHDQVHVRFLHW\RIDVWDLQ´DQGWKDWFRQVXPHUVUDLVHGRQPHGLDWKDW
SHUSHWXDWHVWKLVP\WKRV³IDUIURPIHHOLQJUHPRUVHDWDQRWKHUKXPDQEHLQJ¶VGHDWK>DUH@
DFWXDOO\PDGHHXSKRULF´  ,Q:LQN¶VIRUPXODWLRQ³YLROHQFHKDVEHFRPHDQ
aphrodisiac,  sheer  titillation,  an  addictive  high,  a  substitute  for  relationships.  Violence  is  
QRORQJHUWKHPHDQVWRDKLJKHUJRRGQDPHO\RUGHUYLROHQFHEHFRPHVWKHHQG´
³)DFLQJ´   
While  some  Catholic  authors  address  this  myth  of  redemptive  violence  head-on  
VHHIRULQVWDQFHP\GLVFXVVLRQRI7LP*DXWUHDX[¶VZRUNLQ&KDSWHU7KUHH DQGRWKHUV
write  fictions  in  which  the  violence  can  certainly  be  viewed  as  a  product  of  the  power  
dynamics  at  work  in  society,  explorations  of  the  origins  of  violence  are  not  a  central  
concern  for  Catholic  authors.  Rather,  Catholic  authors  employ  violence  as  a  way  to  write  
about  the  experience  of  encountering  God,  or  grace.  The  violence  in  contemporary  
American  fiction  written  by  Catholics  can  be  described  as  both  the  defining  characteristic  
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of  the  dramatic  structure  of  the  work  and  an  integral  part  of  the  aesthetic  strategy  
HPSOR\HGE\WKHDXWKRUVWRVKDSHWKHUHDGHU¶VH[SHULHQFHRIWKHZRUN7KLVDHVWKHWLFVRI
violence  is  never  incidental  to  the  plot;;  it  is  one  of  the  determining  factors  in  the  dramatic  
structure  of  the  story.  And  while  the  causes  of  violence  in  the  fiction  might  be  reflective  
of  the  power  dynamics  at  work  in  society,  these  authors  are  interested  in  violence  
primarily  for  what  it  does  to  the  individual  character  and  reader.  In  Catholic  fiction,  the  
violence  is  not  an  end  in  itself;;  instead  it  functions  as  a  catalyst  that  leads  the  characters  
within  the  story  towards  a  moment  of  insight  or  self-reflection,  and  this  is  often  tied  to  
the  experience  of  mystery,  or  that  which  defies,  transgresses,  or  even  transcends  the  ego  
of  the  self.  Ultimately,  this  experience  of  disorientation  and  decentering  can,  in  Catholic  
fiction,  become  an  experience  of  the  Divine.  In  addition,  Catholic  authors  consistently  
use  violence  as  a  means  to  unsettle  their  audience  and  force  their  readers  to  ask  questions  
about  what  just  happened  in  the  story,  and  why.  For  the  Catholic  author  the  answers  to  
these  questions  point  beyond  the  texts  to  a  sacramental  worldview  that  includes  the  
possibility  of  the  presence  of  God.  
Historian  Steven  Schloesser  writes  about  this  connection  between  the  experience  
of  trauma  and  the  move  towards  Catholicism  in  1920s  France,  where,  for  a  period  of  
WLPH³&DWKROLFLVPFDPHWREHLPDJLQHGE\FHUWDLQFXOWXUDODQGintellectual  elites  not  only  
DVEHLQJWKRURXJKO\FRPSDWLEOHZLWKµPRGHUQLW\¶EXWHYHQPRUHHPSKDWLFDOO\DV
FRQVWLWXWLQJWKHWUXHVWH[SUHVVLRQRIµPRGHUQLW\¶´  ,Q6FKORHVVHU¶VIRUPXODWLRQWKH
Catholic  sacramental  understanding  of  reality  became  fashionable  because,  for  a  culture  
struggling  with  the  aftermath  of  the  horrific  trauma  of  the  Great  War,  Catholicism  

26  
  
VXSSOLHG³KRSHWKDWJHQXLQHWUDQVIRUPDWLRQ>ZDV@SRVVLEOHLQZD\VZHFDQQRWVHH´  
7KHWUDXPDRIWKHZDUXQGHUPLQHGWKHDVVXPSWLRQVRI³OLEeral  rational  culture  in  the  
SHULRGRIHPSLUH´DQGLWV³SUHZDUYDOXHVPHDQLQJVDQGVHOI-LGHQWLW\DVDµFLYLOL]HG¶
VRFLHW\´  2QFHGLVDEXVHGRIWKLVVHOI-FRQFHSWLRQPDQ\LQWHOOHFWXDOHOLWHVVRXJKW³D
GLDOHFWLFDOV\QWKHVLV´RI³WKHSRVLWLYLVW¶VREVHUYed  world  as  well  as  something  else  
XQVHHQ´  &DWKROLFLVPZLWKLWVVDFUDPHQWDOYLHZRIH[LVWHQFHEHFDPHRIDSLHFHZLWK
other  avant-JDUGLVPV³VXUUHDOLVPPDJLFDOUHDOLVPDQGVRFLDOLVWUHDOLVP´ZKRVH³RQO\
common  denominator  was  a  rage  against  the  moGHUQLW\RIOLEHUDOUDWLRQDOLVP´  
6FKORHVVHU¶VKLVWRULFDOVWXG\HQFDSVXODWHVWKHSURFHVVWKDWLVHQDFWHGZLWKLQFRQWHPSRUDU\
Catholic  fiction,  where  violence  and  trauma  undermine  traditional  narratives  of  scientific  
triumphalism,  thereby  leading  to  a  VHDUFKIRUDOWHUQDWLYHYLHZVRI³WKHUHDO´ZKLFKPLJKW
include  that  which  cannot  be  empirically  understood.  
In  many  instances,  Catholic  authors,  especially  those  of  the  early  part  of  the  
WZHQWLHWKFHQWXU\HPSOR\YLROHQFHWRUHIOHFWWKHIDLOXUHRIµOLEHUDOUDWLRQDOLVP¶WRZRUNDV
a  comprehensive  worldview.  Or,  in  the  language  of  Catholic  doctrine,  the  violence  in  
these  fictions  points  to  the  fallen  nature  of  the  world.  Characters  are  violent  because  in  a  
world  that  does  not  believe  in  or  value  the  idea  of  a  divine  or  transcendent  reality,  there  
LVDV)ODQQHU\2¶&RQQRU¶V0LVILWSXWVLW³QRSOHDVXUHEXWPHDQQHVV´ Works  152).  This  
religious  worldview  shapes  much  of  the  fiction  written  by  Catholic  authors,  where  
FRQWHPSRUDU\VRFLHW\LVUHSUHVHQWHGDV³WHUULWRU\KHOGODUJHO\E\WKHGHYLO´ Mystery  
118).  The  violence  that  permeates  the  fiction  of  many  Catholic  writers  can  be  traced  back  
to  this  fundamental  notion:  for  a  society  that  does  not  see  any  inherent  value  in  life,  there  
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is  little  to  stop  the  spread  of  violence.  But,  paradoxically,  for  these  writers,  the  point  is  
not  that  the  world  is  violent  because  *RGLVDEVHQW4XLWHWKHRSSRVLWH)RU2¶&RQQRU
Percy,  and  the  Catholic  authors  who  follow  their  lead,  God  is  present  amidst  the  violence,  
and  the  violence  EHFRPHVDSRVVLEOHRSHQLQJIRU*RG¶VSUHVHQFH  
This  gets  to  the  very  heart  of  the  Catholic  aesthetic,  which  is  based  on  a  belief  in  
*RG¶VSUHVHQFHQRWDEVHQFHLQDOODVSHFWVRIWKHZRUOG)RUWKH&DWKROLFZULWHUWKHQ
violence,  even  horrific  violence,  is  not  an  indication  that  God  is  absent  from  the  world,  
even  though  it  may  initially  appear  this  way  to  both  characters  in,  and  readers  of,  the  
story.  Catholic  metaphysics  suggest  that  the  encounter  with  the  divine  is  an  objective  
experience,  outside  of  RQH¶VVXEMHFWLYHFRQWURODQGWKXVLI*RGLVWREHHQFRXQWHUHGLW
will  be  existential  as  well  as  sacramental.  The  project  for  the  Catholic  writer  is  to  locate  
*RG¶VSUHVHQFHHYHQLQSHUKDSVSUHFLVHO\LQWKHVHPRPHQWVRIYLROHQFH7KLVLVQRWWR
say  that  God  is  the  cause  of  violence  (although  there  is  critical  debate  over  just  this  issue  
ZLWKUHJDUGWR2¶&RQQRU¶VXVHRIYLROHQFHLQKHUILFWLRQ UDWKHU&DWKROLFZULWHUVH[SORUH
WKHZD\WKDW*RGFDQEHPDQLIHVWLQRUDIWHUYLROHQFH$V2¶&RQQRUVWDWHV³,  have  
found  that  violence  is  strangely  capable  of  returning  my  characters  to  reality  and  
SUHSDULQJWKHPWRDFFHSWWKHLUPRPHQWRIJUDFH´ Mystery  112).  Violence  is  not  an  end  
unto  itself;;  instead,  it  becomes  a  kairotic  moment,12  in  which  the  individual  can  make  a  
definitive  change  in  who  she  is  and  what  she  believes.  
                                                                                                  
12

  My  understanding  of  a  kairotic  moment  as  a  divinely  initiated  experience  that  allows  for  personal  (or  
XQLYHUVDO WUDQVIRUPDWLRQLVLQGHEWHGWR3URWHVWDQWWKHRORJLDQ3DXO7LOOLFK7LOOLFKH[SODLQVWKDW³NDLURVLQ
Christianity  has  a  connotDWLRQEH\RQGWKHRULJLQDO*UHHNµWLPLQJ¶,Q&KULVWLDQXVDJH«LWLVDVWDWHRIWKLQJV
in  the  world  which  makes  the  appearance  of  something  divine  possible.  There  are  always  those  two  aspects  
±  the  conditions  themselves  and  the  intervention  of  something  beyond  time  and  space,  coming  into  time  
DQGVSDFH´    
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In  order  to  bring  about  this  change,  Catholic  writers  often  use  violence  in  a  
manner  that  is  strategically  anti-ironic  and  anti-postmodern,  in  that  the  history  of  Catholic  
intellectual  discourse  maintains  that  language  in  general,  and  fiction  in  particular,  can  
HPERG\XQLYHUVDOPHDQLQJDQGVLJQLILFDWLRQ7UDF\¶VThe  Analogical  Imagination  is  a  
particularly  compelling  account  of  the  Catholic  conception  of  the  limits  and  capabilities  
RIODQJXDJHWRVKDSHDQGFRQYH\H[SHULHQFH+HZULWHV³7KHDFWXDOH[SHULHQFe  of  the  
ZRUNRIDUWFDQEHFDOOHGDUHDOL]HGH[SHULHQFHRIDQHYHQWRIWUXWK«ZKHQ,H[SHULHQFH
any  classical  work  of  art,  I  do  not  experience  myself  as  an  autonomous  subject  
aesthetically  appreciating  the  good  qualities  of  an  aesthetic  object  set  over  against  me.  
,QGHHG«,ILQGWKDWP\VXEMHFWLYLW\LVQHYHULn  control  of  the  experience.  «Rather  the  
ZRUNRIDUWHQFRXQWHUVPHZLWKVXUSULVHLPSDFWHYHQVKRFNRIUHDOLW\LWVHOI´  
Tracy  intimates  that  the  encounter  with  the  work  of  art  calls  into  question  the  primacy  of  
the  isolated  individual,  and  offers  a  glimpse  into  an  objective  reality  beyond  the  limits  of  
personal  subjectivity.    
This  position  is  in  line  with  the  Catholic  intellectual  tradition,  which  holds  that  
texts,  primarily  scripture,  embody  mHDQLQJRQIRXUOHYHOV³KLVWRULFDORUOLWHUDO
DOOHJRULFDOWURSRORJLFDORUPRUDODQGDQDJRJLFDO´ $TXLQDV  1.1.10).  The  anagogical  
aspect  of  this  form  of  exegesis  points  to  a  spiritual  dimension  of  existence  that  is  to  be  
discovered  within  the  text.  Catholic  authors  are  writing  out  of  a  tradition  that  values  and  
believes  in  the  multiplicity  of  meanings  behind  the  written  word;;  for  this  reason  Catholic  
authors  are  committed  to  the  view  that  reading  fiction  can  be  a  profoundly  moving  and  
affecting  experience.  This  Catholic  intellectual  tradition  also  stresses  the  phenomenon  of  
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conversion;;  that  people  can  profoundly  change  after  meaningful  encounters  with  God  
and/  or  His  word.  In  Catholic  culture,  these  moments  of  conversion  are  often  depicted  as  
violent  (Saul  of  Tarsus  is  blinded  on  the  way  to  Damascus),  or  as  coming  on  the  heels  of  
violence  (Ignatius  of  Loyola  reading  De  Vita  Christi  as  he  recovered  from  a  brutal  war  
injury).  For  those  steeped  in  the  Catholic  spiritual  tradition,  then,  moments  of  violence,  
and  moments  of  reading,  can  be  encounters  with  God.  One  of  the  challenges,  though,  for  
the  Catholic  artist  in  a  secular  age  is  that  these  archetypal  models  of  conversion  no  longer  
seem  entirely  credible.  The  idea  that  God  speaks  in  flashes  of  blinding  light  sounds  more  
like  a  myth  or  fable  than  a  meaningful  or  real  experience.  How  can  an  author  make  the  
experience  of  the  divine  credible  in  a  disbelieving,  even  apathetic,  age?  
7KLVLVRQHRIWKHFHQWUDOFRQFHUQVRI:LOOLDP/\QFK¶VChrist  and  Apollo  (1960),  
which  lays  out  an  argument  for  how  the  Catholic  imagination  helps  shape  the  contours  of  
WKHPHDQGFKDUDFWHULQOLWHUDWXUH,Q/\QFK¶VDFFRXQWDOOILFWLRQEXWSDUWLFXODUO\ILFWLRQ
that  seeks  to  capture  some  aspect  of  the  relationship  between  the  human  and  the  
WUDQVFHQGHQWQHHGVWREHJURXQGHGLQVSHFLILFVRUZKDWKHFDOOV³WKHGHILQLWH´IRU
Lynch,  any  attempt  to  write  about  the  full  breadth  of  experience  that  relies  on  purely  
imaginative  abstractions  will  fail.  Fictions  that  attempt  to  capture  the  experience  of  
encountering  the  divine  without  a  solid  grounding  in  the  particulars  of  everyday  lived  
H[SHULHQFH³YHU\RIWHQSURGXFHQRWWKHP\VWLFLVPRUWKHGUHDPRUWKHSRZHURIWKH
SRHWU\WKH\VHHNEXW«WKHULGLFXORXV´    
Lynch,  like  Tracy,  describes  the  Catholic  imagination  as  analogical,  meaning  it  
approaches  the  world  seeking  out  similarities  and  congruities  between  ideas  and  objects,  
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while  at  the  same  time  maintaining  the  uniqueness  of  each  individual  thing  it  
comprehends.  He  differentiates  this  from  a  univocal  imagination,  which  seeks  to  erase  all  
GLIIHUHQFHVLQWRRQHWRWDOL]LQJQDUUDWLYH DQµHLWKHURU¶IXQGDPHQWDOLVWDSSURDFK DQG
from  an  equivocal  imagination,  which  emphasizes  only  differences  and  dissimilarities  (a  
relativist  approach).  His  account  of  the  analogical  imagination  includes  one  of  the  central  
WKHRUHWLFDOIUDPHZRUNVXQGHUO\LQJP\SURMHFWWKDW³WKHSDWKWRZKDWHYHUWKHVHOILV
VHHNLQJWRLQVLJKWRUEHDXW\RUIRUWKDWPDWWHUWR*RG«PXVWJRWKURXJKWKHILQLWHWKH
limited,  the  definLWH´    
The  congruities  and  similarities  of  the  analogical  imagination  must  be  grounded  
LQDQHQFRXQWHUZLWK³WKHUHDO´,QWKHQRYHOVDQGVWRULHVWKDW,GLVFXVVLQWKHIROORZLQJ
chapters,  this  encounter  is  often  envisioned  as  a  violent  one,  for  a  variety  of  reasons.  In  
VRPHLQVWDQFHV³WKHILQLWHWKHOLPLWHGWKHGHILQLWH´LVLWVHOIDYLROHQWVSDFHSHUVRQRQ
occasion  the  process  of  being  grounded  involves  a  moment  of  [violent]  contact;;  and  
sometimes  violence  is  present  because  change  is  dependent  upon  the  spiritual  drama  that  
&DWKROLFWUDGLWLRQRIWHQUHIHUVWRDV³G\LQJWRVHOI´7KLV/\QFKLDQSDUDERODRIPRYHPHQW
from  mistaken  worldview,  to  encounter  with  the  finite,  and  on  to  a  reciprocal  movement  
to  new  insight,  is  similar  to  the  hermeneutical  model  put  forth  by  French  theorist  Paul  
Ricouer,  where,  in  The  Symbolism  of  Evil  (1967),  he  describes  a  necessary  movement  
from  a  first  to  second  naiveté.  The  movement  between  these  stages  requires  what  he  calls  
D³FULWLFDOGLVWDQFH´ZKHUHZHEHFRPHGLVDEXVHd  of  our  false  views  of  existence.13  It  is  

                                                                                                  
13

  Ricoeur  links  this  movement  to  the  role  of  criticism  itself.  In  The  Symbolism  of  Evil    KHZULWHV³LIZHFDQ
no  longer  live  the  great  symbolisms  of  the  sacred  in  accordance  with  the  original  belief  in  them,  we  can,  we  
modern  men,  aim  at  a  second  naiveté  in  and  through  criticism.  In  short,  it  is  by  interpreting  that  we  can  
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my  contention  the  Catholic  authors  I  am  studying  use  violence  as  the  means  of  achieving  
this  critical  distance,  both  for  their  characters,  but  also  for  their  readers  as  well.  For  both  
Lynch  and  Ricoeur,  the  path  to  true  insight  involves  a  direct  encounter  with  the  often  
violent  realities  of  experience;;  and  insight  comes  about  not  because  one  is  able  to  move  
beyond  this  reality,  but  rather  because  one  is  able  to  embrace  it  and  accept  it  as  part  of  
what  it  means  to  be  human.  
With  this  theoretical  model  is  mind,  we  can  see  that  although  incidents  of  
violence  in  Catholic  and  non-Catholic  texts  may  appear  very  similar  on  the  surface,  the  
aesthetic  purpose  behind  this  violence  is  radically  different.  Authors  whose  imaginations  
have  not  been  shaped  by  Catholicism  would  not  use  narrative  violence  as  a  vehicle  for  
grace  (either  within  the  stories  themselves,  or  in  relation  to  the  reader).  They  may  indeed  
wish  to  shock  their  readers,  perhaps  into  a  reevaluation  of  the  violence  inherent  in  
contemporary  America,  or  perhaps  just  into  some  sort  of  somatic  response  that  breaks  
through  early  twenty-first  century  American  anhedonia  and  malaise,14  but  it  is  extremely  
unlikely  that  the  violence  is  these  works  is  present  because  the  author  wants  to  initiate  
some  sort  of  anagogic  epiphany  for  the  reader.  And  it  is  just  this  epiphanic  experience  
that  underlies  the  engagement  between  author  and  reader  in  Catholic  fiction.  The  use  of  
YLROHQFHLVDIXQGDPHQWDOVWUDWHJLFWRROLQ&DWKROLFZULWHUV¶DSSURDFKWRPDQLIHVWLQJWKH
divine  in  an  increasingly  secular  age.      
                                                                                                                                                                                                                                                                                                  
hear  again´  )RUDKHOSIXORYHUYLHZRI5LFRHXU¶VXQGHUVWDQGLQJRIWKHILUVWDQGVHFRQGQDLYHWpVHH
&KDSWHURI0DUN:DOODFH¶s  The  Second  Naiveté:  Barth,  Ricoeur,  and  the  New  Yale  Theology  (1995).  
  
14
  0DUFR$EHO¶VViolent  Affect  (2007),  for  instance,  is  primarily  concerned  not  with  the  meaning  of  violence  
in  literature,  or  what  it  represents,  but  with  what  the  encounter  with  literary  representations  of  violence  
DFWXDOO\GRHVWRWKHUHDGHU³LQWHUPVRIDIIHFWDQGIRUFH´ [   
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What  Happens  to  Us  When  We  Read,  and  Why  Does  It  Matter?  
  

My  repeated  claims  that  Catholic  authors  use  violence  in  order  to  affect  the  reader  

are  at  odds  with  many  contemporary  theoretical  assumptions  about  literature,  and  thus  
need  further  clarification.  My  entire  project  is  based  on  a  set  of  theoretical  principals  
about  the  meaning  and  value  of  literature,  which  are  most  clearly  articulated  by  Paul  
Ricoeur,  although  the  insights  and  formulations  are  not  exclusively  his.  The  theoretical  
framework  is  two-fold.  First,  it  is  premised  on  the  belief  that  there  is  an  ethical  value  to  
literature,  because  reading  has  real  world  effects;;  or,  in  other  words,  literature  is  
meaningful  in  part  because  it  does  something  to  the  reader.  Second,  the  questions  of  
exactly  what  it  does  and  how  it  does  it  are  in  large  part  determined  by  time  and  place,  
both  of  the  textual  FRPSRVLWLRQDQGRIWKHUHDGHU¶VHQFRXQWHUZLWKWKHWH[W15  My  point,  
though,  is  not  to  evaluate  literature  on  its  ethical  values,  but  rather  on  its  aesthetic  ones  ±  
how  well  does  the  structure  of  a  text  accomplish  what  it  is  has  been  constructed  to  do?  
  

The  concept  that  literature  can  do  something  to  a  reader  is  a  position  that  Wayne  

Booth  has  been  persuasively  arguing  for  many  years,  particularly  in  The  Rhetoric  of  
Fiction  (1961)  and  The  Company  We  Keep  (1988).16  %RRWKFODLPV³:KHQKXPDQDFWLRQV
                                                                                                  
15

  This  approach  to  literature  and  criticism  is  related  to,  although  not  synonymous  with,  reader-response  
FULWLFLVPEXW5LFRHXU¶VIRUPXODWLRQRIWKHH[FKDQJHbetween  author,  text,  and  reader  is,  for  me  at  any  rate,  
a  more  persuasive  account  than  those  of  Iser  or  Fish.  
  
16
  Of  course,  Booth  is  just  one  of  many  contemporary  critics  who  have  argued  for  the  moral  dimension  of  
literature.  John  Gardner,  in  On  Moral  Fiction    FODLPVWKDW³WUXHDUWLVPRUDOLWVHHNVWRLPSURYHOLIH
QRWGHEDVHLW´  3KLORVRSKHU0DUWKD1XVVEDXPDUJXHVOLNH%RRWKWKDW³FHUWDLQWUXWKVDERXWKXPDQOLIH
can  only  be  fittingly  and  accurately  stated  in  the  language  and  forms  characteULVWLFRIWKHQDUUDWLYHDUWV´  
1XVVEDXP¶VZRUNLVOHVVLQYHVWHGWKDQ%RRWK¶VLQWKHLGHDWKDWOLWHUDWXUHGRHVVRPHWKLQJWRWKHUHDGHU
DOWKRXJKVKHGRHVDFNQRZOHGJH³SHRSOHFDUHIRUWKHERRNVWKH\UHDGDQGWKH\DUHFKDQJHGE\ZKDWWKH\
care  for  ±  both  GXULQJWKHWLPHRIUHDGLQJDQGLQFRXQWOHVVODWHUZD\VPRUHGLIILFXOWWRGLVFHUQ´  +HU
fundamental  thesis  is  that  literature  can  serve  as  a  training  ground  for  the  moral  and  ethical  imagination,  
DQGWKDW³FHUWDLQOLWHUDU\WH[WV«DUHLQGLVSHQVDEOHWRa  philosophical  inquiry  in  the  ethical  sphere:  not  by  
DQ\PHDQVVXIILFLHQWEXWVRXUFHVRILQVLJKWZLWKRXWZKLFKWKHLQTXLU\FDQQRWEHFRPSOHWH´ -24).    
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are  formed  to  make  an  art  work,  the  form  that  is  made  can  never  be  divorced  from  the  
human  meanings,  including  the  moral  judgments,  that  are  implicit  whenever  human  
beings  act.  And  nothing  the  writer  does  can  finally  be  understood  in  isolation  from  his  
effort  to  make  it  all  accessible  to  someone  else  ±  his  peers,  himself  as  imagined  reader,  
KLVDXGLHQFH´ Rhetoric  397).    In  The  Rhetoric  of  Fiction,  Booth  contends  that  writers  
KDYHDPRUDOGXW\WRPDNHWKHLUPHDQLQJVFOHDU³7KHµZHOOPDGHSKUDVH¶LQILFWLRQPXVW
be  mRUHWKDQµEHDXWLIXO¶LWPXVWVHUYHODUJHUHQGVDQGWKHDUWLVWKDVDPRUDOREOLJDWLRQ
FRQWDLQHGDVDQHVVHQWLDOSDUWRIKLVDHVWKHWLFREOLJDWLRQWRµZULWHZHOO¶WRGRDOOWKDWLV
SRVVLEOHLQDQ\JLYHQLQVWDQFHWRUHDOL]HKLVZRUOGDVKHLQWHQGVLW´ ).  Booth  is  
arguing  that  since  fiction  can  and  does  have  an  effect  on  the  reader,  the  author  must  be  
careful  not  to  unknowingly  lead  the  reader  astray  through  unintentional  ambiguity.  
%RRWK¶VFRQFHUQVZLWKUHJDUGWRWKHHWKLFDOGLPHQVLRQVRIOLWHUDWXUHVSHak  to  a  very  real  
concern  for  many  Catholic  authors,  who  may  be  concerned  about  the  effects  of  their  
ZULWLQJRQWKHLUUHDGHUV¶PRUDODQGVSLULWXDOOLYHV-DFTXHV0DULWDLQLQArt  and  
Scholasticism,  articulated  the  clearest  Catholic  response  to  this  ethical  dimension  of  
ILFWLRQ³,I\RXZDQWWRSURGXFH&KULVWLDQZRUNEHD&KULVWLDQDQGWU\WRPDNHDZRUNRI
EHDXW\LQWRZKLFK\RXKDYHSXW\RXUKHDUWGRQRWDGRSWD&KULVWLDQSRVH«,I\RXZHUH
WR«WXUQWKHGHVLUHWRHGLI\LQWRDPHWKRGRI\RXUDUW\RXZRXOGVSRLO\RXUDUW´    
Booth  returns  to  the  subject  of  WKHDXWKRU¶VPRUDOREOLJDWLRQin  The  Company  We  
Keep,  where  he  tempers  his  earlier  claims  and  permits  greater  freedom  for  moral  
                                                                                                                                                                                                                                                                                                  
0DUVKDOO*UHJRU\SURYLGHVDKHOSIXORYHUYLHZRIFRQWHPSRUDU\HWKLFDOFULWLFLVPLQ³5HGHILQLQJ(WKLFDO  
&ULWLFLVP´  ,DJUHHZLWKKLVSRVLWLRQWKDWHWKLFDOFULWLFVVKRXOGIRFXVRQWKHWZRWKLQJVFULWLFV³FDQ
actually  make  arguments  and  produce  evidence  about,  the  two  perspectives  of  ethical  invitations  and  
DHVWKHWLFWDFWLFV´LQWKHFKDSWHUVWKDWIROOow  my  focus  on  the  aesthetic  of  violence  attempts  to  put  this  into  
practice.    
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ambiguity.  In  large  part,  he  allows  for  this  because  in  this  later  book  gives  more  credit  to  
a  communitarian  approach  to  reading  and  interpretation.  He  coins  the  neologism  
³FRGXFWLRQ´WRDFFRXQWIRUWKHZD\UHDGHUVILQGPHDQLQJLQDZRUNRIDUWKHEHOLHYHVWKDW
everything  we  read  is  tested  and  validated  in  relation  to  everything  else  we  have  read  and  
experienced  in  our  life.  For  Booth,  reading  and  interpretation  are  actions  best  done  in  
FRPPXQLW\KHZULWHV³LQVKRUWZHGRQRWILUVWFRPHWRNQRZRXUMXGJPHQWDQGWKHQ
offer  our  proofs;;  we  change  our  knowledge  as  we  encounter,  in  the  responses  of  other  
UHDGHUVWRRXUFODLPVIXUWKHUHYLGHQFH´ Company  76).  For  Booth,  part  of  the  
responsibility  of  the  literary  critic  is  to  contribute  to  this  coduction  process,  to  help  other  
readers  and  critics  gather  more  evidence  regarding  the  meaning  and  value  of  a  work  of  
art.  
In  part,  The  Company  We  Keep  was  written  to  counter  the  reader-response  claim  
that  meaning  resides  entirely  in  the  reader,  or  reading  community;;  rather,  Booth  argues,  
meaning  resides  in  the  interplay  between  what  is  present  in  the  text  and  what  the  
reader(s)  bring  to  the  reading  experience.  Booth  believes  that  art  contains  intrinsic  moral  
values,  either  good  or  bad,  and  that  experiencing  the  work  of  art  involves  being  exposed  
to  these  values;;  the  entire  book  is  an  argument  based  on  the  premise  that  what  we  read  
changes  us  and  the  way  we  view  the  world.  He  describes  the  moral  value  in  a  work  of  art  
DV³SRWHQWLDOHQHUJ\´VWRUHGLQWKHWH[WRUDVPHDQLQJWKDWLVSUHVHQWEXWWKDWFDQRQO\EH
unlocked  by  the  reader.  He  writeV³7KHTXHVWLRQRIZKHWKHUYDOXHLVLQWKHSRHPRULQ
the  reader  is  radically  and  permanently  ambiguous,  requiring  two  answers.  Of  course  the  
value  is  not  there,  actually,  until  it  is  actualized,  by  the  reader.  But  of  course  it  could  not  

35  
  
be  actualized  if  it  were  not  there,  in  potentialLQWKHSRHP´ Company  89,  emphasis  in  
original).  This  is  a  central  idea  for  my  project,  since  I  am  arguing  that  writers  of  Catholic  
ILFWLRQXVHYLROHQFHLQWKHLUWH[WVDVDPHDQVRIFRQYHUWLQJWKLV³SRWHQWLDOHQHUJ\´WR
actual  experience  for  the  reader.  
3DXO5LFRHXU¶VWKHRU\RIUHDGLQJDOVRSULRULWL]HVERWKWKHZD\WKHWH[WLV
constructed  by  an  author  and  the  role  of  the  reader  in  constructing  the  meaning  of  the  
text.17  These  two  dynamics  only  become  meaningful  when  placed  in  contact.  My  
understanding  of  the  function  of  violence  in  contemporary  Catholic  literature  relies  on  
WKLVLQWHUSOD\EHWZHHQWH[WXDOREMHFWDQGUHDGHU¶VFRQVWUXFWLRQRIPHDQLQJLQUHDFWLRQWR
ZKDWLVSUHVHQWLQWKHWH[W5LFRHXU¶VFODVVLFZRUNVInterpretation  Theory:  Discourse  and  
Surplus  of  Meaning  (1976)  and  Time  and  Narrative  I-III  (1984-86)  deal  with  his  post-
structuralist  account  of  interpretation.  For  Ricoeur,  the  way  meaning  is  constructed  in  the  
H[SHULHQFHRIUHDGLQJLVLQ0DULR9DOGHV¶VKHOSIXOGHVFULSWLRQ³OHVVWKHSURMHFWLRQRIWKH
UHDGHU¶VSUHMXGLFHVLQWRWKHWH[WWKDQWKHIXVLRQRIKRUL]RQVWKDWRFFXUZKHQWKHZRUOGRI
WKHWH[WDQGWKHZRUOGRIWKHUHDGHUPHUJHLQWRHDFKRWKHU´  ,Q5LFRHXU¶V
formulation,  the  experience  of  reading  is  about  the  productive  dialectic  generated  by  the  
HQFRXQWHUEHWZHHQWKHGLIIHULQJZRUOGYLHZVRIDXWKRUWH[WDQGUHDGHU³WKHLQWHUSOD\
EHWZHHQGLIIHUHQFHVDQGUHVHPEODQFHV«PDNHVZD\IRUWKHUHYHODWLRQRIDQHZ
GLPHQVLRQRIUHDOLW\DQGWUXWK´ Interpretation  68).  2UDJDLQ³RQO\ZKHQWKHZRUOGRI
WKHWH[WLVFRQIURQWHGZLWKWKHZRUOGRIWKHUHDGHU«GRHVWKHOLWHUDU\ZRUNDFTXLUHD

                                                                                                  
17

  Ricouer,  as  a  devout  Protestant,  was  deeply  engaged  with  the  dialectical  tendencies  of  the  Christian  
tradition  and  its  understanding  of  a  text  as  manifestation  and  revelation.  

36  
  
meaning  in  the  full  sense  of  term,  at  the  intersection  of  the  world  projected  by  the  text  
and  the  life-ZRUOGRIWKHUHDGHU´ Time  2  160).    
The  role  of  the  critic,  then,  as  elaborated  on  in  Time  and  Narrative,  is  an  
exploration  of  the  three  levels  of  mimesis:  mimesis1,  the  attempt  to  understand  the  
cultural  milieu  out  of  which  the  text  was  produced;;  mimesis2,  how  the  text  itself  is  
constructed;;  and  mimesis3,  how  the  text  is  read/  understood  in  a  specific  time  and  place.  
,Q³%HWZHHQWKH7H[WDQG,WV5HDGHUV´  5LFRHXU¶VPRVWDFFHVVLEOHDFFRXQWRIWKH
relation  between  author,  text,  and  reader,  he  restates  this  tripartite  role  of  the  critic  
VXFFLQFWO\³7KUHHPRPHQWVQHHGWREHFRQVLGHUHG«WKHVWUDWHJ\DVFRQFRFWHGE\WKH
author  and  directed  towards  the  reader;;  2/  the  inscription  of  this  strategy  within  a  literary  
configuration;;  and  3/  the  response  of  the  reader  considered  either  as  a  reading  subject  or  
DVWKHUHFHLYLQJSXEOLF´  ,QWKHFKDSWHUVWKDWIROORZ,GUDZRQWKLVWKUHH-fold  
approach  to  critical  interpretation  to  elucidate  the  aesthetic  strategies  employed  by  
Catholic  authors,  trying  to  trace  out  both  what  strategy  an  author  might  be  using  as  well  
as  the  rhetorical  tools  the  author  uses  to  encode  this  strategy  within  the  text;;  I  also  
analyze  the  possible  effects  these  strategies  may  have  upon  the  reader.18  
When  discussing  narrative  strategies,  Ricoeur  spends  a  great  deal  of  effort  on  
authorial  intention  ±  the  goal  of  the  writer  in  writing  his/her  text  in  a  specific  way.  For  
Ricoeur,  the  authors  intentions  do  matter,  but  only  insofar  as  these  intentions  are  
manifested  in  the  text  itself.  What  the  author  herself  claims  she  is  doing  in  the  text  is  
                                                                                                  
18

  There  is  no  way  to  definitively  claim  what  effect  a  text  will  have  on  a  given  reader,  and  any  attempt  to  do  
so  will  end  up  being  reductive;;  the  most  we  can  do  as  critics  is  to  help  elucidate  both  the  strategies  of  the  
authors  and  the  contemporary  milieu  of  the  reader,  thereby  hoping  to  illuminate  how  these  two  frames  of  
reference  might  interact.  
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beside  the  point19ZKDWPDWWHUVLVWKHQDUUDWLYHVWUDWHJ\DVLWLVUHYHDOHGLQWKHWH[W³ZKDW
it  [the  strategy  of  interpretation]  emphasizes  is  not  the  alleged  creation  process  of  the  
work  but  the  techniques  by  means  of  which  a  work  is  mDGHFRPPXQLFDEOH´  :KLOH
,FRQWHQG5LFRHXU¶VDUJXPHQWSD\VWRROLWWOHDWWHQWLRQWRDQDXWKRU¶VVWDWHGSXUSRVH
regarding  his/her  fictional  creation20  ±  after  all,  authorial  commentary  regarding  the  
creation  process  can  often  help  the  critic  to  better  understand  the  narrative  strategy  
³FRQFRFWHGE\WKHDXWKRUDQGGLUHFWHGWRZDUGVWKHUHDGHU´±    he  is  right  that  the  critic  
must  not  place  too  much  weight  on  these  claims,  since  the  real  evidence  is  not  to  be  
IRXQGLQWKHDXWKRU¶VDVVHUWLRQVDERXWZKDWKHVKe  wanted  to  do  with  a  piece  of  art  but  
rather  in  what  he/she  actually  ends  up  encoding  in  the  text.  The  main  WKUXVWRI5LFRHXU¶V
argument  ±  tKDWZHFDQEHVWXQGHUVWDQGµWKHVWUDWHJ\¶E\DQDO\VLVRIµWKHLQVFULSWLRQ  
RIWKLVVWUDWHJ\¶±  is  well  taken.      
(TXDOO\LPSRUWDQWWKRXJKIRUP\SURMHFWLVµWKHUHVSRQVHRIWKHUHDGHU¶
Ricoeur  writes,  repeatedly,  that  the  strategies  employed  by  an  author  have  real  and  
GHPRQVWUDEOHHIIHFWVRQWKHUHDGHU³WKHUHDGHULVILQDOO\WKHSUH\DQGWKHYLFWLPRIWKH  
strategy  worked  out  by  the  implied  author,  and  is  so  to  the  very  extent  this  strategy  is  
PRUHGHHSO\FRQFHDOHG´ ³%HWZHHQ´ +HUHPDUNVHVSHFLDOO\XSRQWKHUHDGHURI
PRGHUQILFWLRQZKRLVIRUFHGWRQDYLJDWHDYDULHW\RI³GLVRULHQW>LQJ@´³SURYRN>LQJ@´
DQGHYHQ³GDQJHURXV´QDUUDWLYHWHFKQLTXHV - )RU5LFRHXUWKHUHDGHU¶VHQFRXQWHU
                                                                                                  
19

  +HUHKHLVRIFRXUVHGHIHQGLQJKLPVHOIDJDLQVWWKHµLQWHQWLRQDOIDOODF\¶HOXFLGDWHGE\:LPVDWWDQG
%HDUGVOH\³WKHGHVLJQRULQWHQWLRQRIWKHDXWKRULVQHLWher  available  nor  desirable  as  a  standard  for  judging  
WKHVXFFHVVRIDZRUNRIOLWHUDU\DUW´    
  
20
  7KHODFNRIHPSKDVLVRQDXWKRULDOLQWHQWLVDGHOLEHUDWHUKHWRULFDOPRYHRQ5LFRHXU¶VSDUWVLQFHKLV
argument  is  largely  a  strategic  response  to  various  strains  of  deconstructive  theory.      
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with  these  techniques  of  ambiguity  can  ultimately  be  morally  productive,  because  these  
WHFKQLTXHV³UHTXLUHDQHZW\SHRIUHDGHUDUHDGHUZKRUHVSRQGV´  5HDGLQg  difficult  
modernist  literature,  that  which  provokes,  shocks,  offends  or  disorients,  results  in  a  
VWUXJJOHZLWKWKHWH[WZKLFKFDQ³OHDGWKHUHDGHUEDFNWRKLPVHOI´  :ULWHUVKH
PDLQWDLQVFDQEHVW³UHDFKWKHLUUHDGHUVRQO\LIWKH\VKDUHZLWKWKHPa  repertoire  of  what  
is  familiar  with  respect  to  literary  genre,  theme,  and  social  ±  even  historical  ±  context,  
and  if,  on  the  other  hand,  they  practice  a  strategy  of  defamiliarizing  in  relation  to  all  the  
norms  that  any  reading  can  easily  recognize  and  adRSW´  7KLVGHIDPLOLDUL]LQJ
GLVRULHQWLQJHQFRXQWHUZLWKDVWUDQJHDQGKRVWLOHWH[WFDQLQIDFWOHDGWR³DG\QDPLFVRI
UHRULHQWDWLRQ´IRUWKHUHDGHU  DQGLWLVMXVWWKLVSOD\RIGLVRULHQWDWLRQDQG
reorientation  that  I  maintain  we  will  find  at  work  in  contemporary  Catholic  fiction.    
If  reading  is,  as  Ricoeur  would  have  us  believe,  a  dialectical  encounter  between  
WKH³KRUL]RQVRIH[SHFWDWLRQRIWKHOLWHUDU\ZRUN´DQGWKH³KRUL]RQVRIH[SHFWDWLRQ´RIWKH
reader  (404),  then  the  critic  must  pay  attention  to  both  the  worldview  that  informs  the  
creation  of  the  text  and  the  worldview  of  the  current  cultural  moment  in  which  the  critic  
is  reading/analyzing  the  work.  Ricoeur  asserts  that  one  of  the  key  questions  the  literary  
FULWLFPXVWDVNLV³ZKDWKLVWRULcal  horizon  has  conditioned  the  genesis  and  the  effect  of  
WKHZRUNDQGOLPLWVLQWXUQWKHLQWHUSUHWDWLRQRIWKHSUHVHQWUHDGHU"´  )RUVFKRODUV
of  twentieth  century  Catholic  literature,  this  becomes  perhaps  the  key  question,  since  the  
event  of  the  Second  Vatican  Council  radically  shifted  the  axis  of  the  experience  of  
Catholicism  for  the  members  of  the  Church,  and  one  must  be  aware  of  this  cultural  
PRPHQW%XW5LFRHXUFDXWLRQVWKHFULWLFQHHGVWRDFFRXQWIRUWKLV³KLVWRULFL]LQJTXHVWLRQ
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±  what  did  tKHWH[WVD\"´ZLWKRXWORVLQJVLJKWRIWKH³SURSHUO\KHUPHQHXWLFDOTXHVWLRQ±  
what  does  WKHWH[WVD\WRPHDQGZKDWGR,VD\WRWKHWH[W"´ HPSKDVLVDGGHG 
Interpretation  requires  both  contextualization  of  the  creation  of  the  work  of  art  and  a  
hermeneutical  approach  to  how  the  text  functions  in  the  contemporary  age.    
There  are  a  number  of  studies  of  Catholic  literature  which  address  the  
KLVWRULFL]LQJTXHVWLRQEXWIDUIHZHUZKLFKWDFNOHWKLV³KHUPHQHXWLFDO´RQH,QWKLVVWXG\
I  hope  to  provide  an  account  of  the  narrative  techniques  that  make  Catholic  novels  work  
LILQGHHGWKH\GRZRUNDWDOO 5LFRHXUFODLPV³7KHPRPHQWZKHQOLWHUDWXUHDWWDLQVLWV
highest  degree  of  efficacy  is  perhaps  the  moment  when  it  places  its  readers  in  the  position  
of  finding  a  solution  for  which  they  themselves  must  find  the  appropriate  questions,  those  
WKDWWKHFRQVWLWXWHWKHDHVWKHWLFDQGPRUDOSUREOHPSRVHGE\WKHZRUN´  ,QWKH
chapters  that  follow,  I  attempt  to  illuminate  the  solutions  found  in  the  texts  that  I  study,  as  
well  as  reconstruct  the  questions  the  authors  and  readers  must  pose  in  order  to  make  
coherent  sense  of  the  work  of  art.  
Catholic  Literature  in  a  Secular  Age  
If  Ricoeur  is  right  and  one  of  the  principal  responsibilities  of  the  critic  is  to  
determine  the  horizons  of  expectation  that  inform  both  the  creation  and  reception  of  a  
text,  then  in  order  to  properly  understand  contemporary  Catholic  literature  we  must  have  
some  sense  of  the  tensions  between  faith  and  doubt  that  are  at  work  in  contemporary  
culture,  and  how  these  tensions  impact  the  formation  of  literary  texts.  My  analysis  of  the  
FRQWHPSRUDU\DJHLVLQIRUPHGSULPDULO\E\&KDUOHV7D\ORU¶VA  Secular  Age  (2007),  
which  provides  a  particularly  detailed  and  nuanced  account  of  faith  and  disbelief  in  
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modern  VRFLHW\,Q7D\ORU¶VGHILQLWLRQWKHVHFXODULW\RIRXUFXUUHQWDJH³FRQVLVWVDPRQJ
other  things,  of  a  move  from  a  society  where  belief  in  God  is  unchallenged  and  indeed,  
unproblematic,  to  one  in  which  it  is  understood  to  be  one  option  among  others,  and  
fUHTXHQWO\QRWWKHHDVLHVWWRHPEUDFH´  +HJRHVRQWRFODULI\WKHHQGSRLQWRIKLVZRUN
³WKHFKDQJH,ZDQWWRGHILQHDQGWUDFHLVRQHZKLFKWDNHVXVIURPDVRFLHW\LQZKLFKLW
was  virtually  impossible  not  to  believe  in  God,  to  one  in  which  faith,  even  for  the  
VWDXQFKHVWEHOLHYHULVRQHKXPDQSRVVLELOLW\DPRQJRWKHUV´    
In  this  context,  all  twentieth  century  Catholic  fiction  is  the  product  of  a  secular  
DJHRQHGHILQHGE\DPXOWLSOLFLW\RIFKRLFHVDERXWZKDWDQGKRZWREHOLHYH7D\ORU¶V
work  focuses  RQ³WKHFRQGLWLRQVRIH[SHULHQFHRIDQGVHDUFKIRUWKHVSLULWXDO´  DQG,
am  particularly  interested  in  how  these  same  conditions  shape  the  aesthetic  strategies  
employed  by  writers  of  fiction.  Specifically,  I  am  concerned  with  looking  at  how  these  
conditions  change  for  Catholic  writers  in  the  latter  part  of  the  twentieth  century.  Taylor  
ZULWHVWKDWD³VHFXODUDJHLVRQHLQZKLFKWKHHFOLSVHRIDOOJRDOVEH\RQGKXPDQ
IORXULVKLQJEHFRPHVFRQFHLYDEOH´  7KHIROORZLQJFKDSWHUVZLOOLOOXPLQDWHWKH
various  strategies  used  by  Catholic  authors  to  make  a  transcendent  worldview,  or  goals  
beyond  human  flourishing,  seem  viable  and  meaningful,  particularly  for  an  audience  that  
does  not  already  subscribe  to  such  a  worldview.      
It  is  worth  noting  that  this  problem  ±  of  making  the  religious  meaningful  in  a  
secular  age  ±  is  not  unique  to  the  Catholic  artist.  John  McClure,  in  Partial  Faiths:  
Postsecular  Fiction  in  the  Age  of  Pynchon  and  Morrison  (2007),  writes  about  
contemporary  fiction  that  attempts  to  portray  a  transcendent  worldview  without  adhering  

41  
  
WRDQ\VSHFLILFUHOLJLRXVVHQVLELOLW\+HGHILQHVSRVWVHFXODULVPDV³DPRGHRIEHLQJDQG
seeing  that  is  at  once  critical  of  secular  constructions  of  reality  and  of  dogmatic  
religiosity´DQGZULWHVWKDWSRVWVHFXODUILFWLRQVGHSLFW³IRUPVRIIDLWK«>WKDW@DUH
dramatically  partial  and  open-HQGHG´ L[-x).  In  many  ways,  his  study  identifies  traits  and  
themes  in  postsecular  fiction  that  parallel  the  ones  I  will  be  discussing  in  the  following  
FKDSWHUVPDQ\NH\WURSHVVXFKDV³WKHGDUNHQLQJZRUOGWKHUHWUHDWLQWRORFDO
communities  of  refuge;;  the  discovery,  in  these  soulful  communities,  of  new,  spiritually  
inflected  sources  of  hope;;  the  patient  dedication  to  reflection  and  self-IDVKLRQLQJ´DUe  
present  in  both  strands  of  contemporary  fiction  (24).  Despite  these  similarities,  the  works  
that  McClure  studies  are  distinct  from  the  Catholic  fiction  I  discuss  in  this  study  in  two  
ways.  First,  his  postsecular  fictions  do  not,  for  the  most  part,  manifest  a  sacramental  
understanding  of  existence;;  there  is  little  sense  in  postsecular  fiction  that  God  is  present  
in  all  things,  or  that  the  encounter  with  a  work  of  literature  can  initiate  within  the  reader  a  
transformative  encounter  with  the  transcendent.  Second,  postsecular  fiction  prioritizes  the  
concept  of  religious  seeking  rather  than  finding.  Works  of  contemporary  Catholic  
literature  grow  out  of  a  specific  religious  framework  ±  namely  Roman  Catholicism  ±  and  
while  they  may  not  espouse  the  belief  that  only  Catholicism  is  meaningful  and  true,  their  
horizon  of  expectation  implies  the  possibility  for  ontological  truth.  Faith  may  be  one  
choice  among  many,  as  Taylor  maintains,  but  in  Catholic  literature  the  experience  of  faith  
need  not  be  totally  open-ended.  ThHµVHHNHU¶DSSURDFKWRUHOLJLRXVH[SHULHQFHLVFHUWDLQO\
one  viable  route  to  the  transcendent,  but  Catholic  fiction  often  maintains  that  a  committed  

42  
  
religious  sensibility  ±  a  choice  for  rather  than  just  the  acknowledgement  of  choice  ±  is  
equally  viable,  if  not  more  so.  
,Q7D\ORU¶VIUDPHZRUNWKHPXOWLSOLFLW\RIFKRLFHVSODFHVWKHPRGHUQVHHNHULQWRD
liminal  space,  torn  between  a  desire  for  transcendence  and  the  embrace  of  human  
flourishing  as  the  highest  good.  Taylor  describes  this  sort  of  individual  as  a  ³EXIIHUHG
LGHQWLW\´DQGFODLPVWKDWWKHJUHDWIHDUDQGULVNIRUWKLVW\SHRILQGLYLGXDOLVWKDW
³QRWKLQJVLJQLILFDQWZLOOVWDQGRXWIRULW´  WKHIDLOXUHWRFKRRVHZLOOUHVXOWLQWKH
sense  that  any  and  all  choices  become  meaningless.  As  a  result  of  the  tensions  inherent  in  
WKLVOLPLQDOVSDFHPDQ\LQGLYLGXDOVLQWKHPRGHUQDJHIHHO³DVHQVHRIPDODLVH
HPSWLQHVVDQHHGIRUPHDQLQJ´  7KLVLVWKHSRVLWLRQRIPDQ\FKDUDFWHUVLQ
postsecular  and  contemporary  Catholic  fiction.  The  key  question  for  both  types  of  fiction  
is  what  strategies  the  author  uses  to  move  his  or  her  characters  beyond  this  condition.  
For  contemporary  Catholic  writers,  it  is  important  to  engage  with,  rather  than  
simply  to  dismiss,  the  fears  and  anxieties  of  the  secular  age.  Catholic  fiction  of  the  early  
twentieth  century  presented  what  might  be  called  a  triumphalist  vision  of  the  Church,  
wherein  any  conflict  between  secular  and  religious  views  resulted  in  the  valorization  of  
the  religious  at  the  expense  of  the  secular.  This  triumphalist  religious  sensibility,  which  
can  be  off-putting  to  non-Christian  readers,  is  not  something  often  found  in  contemporary  
Catholic  fiction,  where  moments  of  violence  are  most  likely  to  result  in  ambiguous  
outcomes  that  leave  the  reader  questioning  the  meaning  behind  the  events.      
:LOOLDP/\QFK¶VSRVW-Vatican  II  work  Christ  and  Prometheus  (1970)  helps  
illuminate  this  change  in  Catholic  fictional  practice.  In  this  work  Lynch  explores  the  
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conversation  between  the  Catholic  imagination  and  the  predominant  secularism  of  
contemporary  society,  and  argues  that  the  Catholic  imagination,  if  it  does  not  want  to  be  
HQWLUHO\PDUJLQDOL]HGPXVWUHFRJQL]HWKDW³WKHPRGHUQUHOLJLRXVPDQLVDOVRLQHVFDSDEly  
WKHVHFXODUPDQ´ZKLFKLVWRVD\DSHUVRQVKDSHGE\WKHVHFXODUDJHDQDJHRI
³DXWRQRP\XQFRQGLWLRQDOLW\DQGVHOI-LGHQWLW\´ - +HDUJXHVWKDWWUDGLWLRQDOO\³WKH
religious  artist  has  chosen  to  confirm  the  negative  image  of  the  secular,  almost  to  the  
SRLQWRIEHLQJKDSS\DERXWWKHZKROHVLWXDWLRQ´  7KH&DWKROLFDHVWKHWLFRIWKH
nineteenth  and  early  twentieth  century  tended  to  celebrate  the  sacred  radically  revealed  in  
the  secular  while  at  the  same  time  demonizing  the  rest  of  secular  culture,  but  for  
contemporary  Catholic  artists  who  came  of  age  amidst  the  Catholic  literary  and  
intellectual  revival  of  the  twentieth  century  the  aesthetic  project  transformed  itself  into  a  
conscious  attempt  to  engage  with,  not  reject,  these  aspects  of  secularity.  We  see  Flannery  
2¶&RQQRUH[SORULQJWKHWHQVLRQVEHWZHHQUHOLJLRXVDQGVHFXODUZRUOGYLHZVLQKHUZRUN
EXWXOWLPDWHO\IRU2¶&RQQRUWKHVHFXODUYLHZLVUHSHDWHGO\VKRZQWREHLQDGHTXDWH)RU
contemporary  writers  who  followed  her,  though,  like  Gautreaux,  Hansen,  McDermott  and  
Gordon,  both  religious  and  secular  worldviews  are  depicted  as  problematic.  The  violence  
in  these  contemporary  fictions,  then,  is  not  a  simple  reactionary  critique  of  secularism;;  
rather,  it  might  be  seen  as  an  outcome  of  a  dialectical  relationship  between  the  sacred  and  
the  secular.    
The  moment  of  violence  can  either  be  a  symptom  of  the  unease  that  attends  the  
movement  from  one  paradigm  to  another,  or  it  can  be  the  productive  force  that  leads  to  
ZKDW/\QFKFDOOVD³WUDQVIRUPDWLRQRIRXULPDJHV´WKHQHFHVVDU\SUHUHTXLVLWHIRUD
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productive  engagement  between  the  secular  and  the  sacred  (Prometheus  76).  Moments  of  
violence  in  the  fiction  of  Mary  Gordon  and  Ron  Hansen,  for  example,  are  often  the  result  
of  a  collision  of  secular  and  religious  worldviews;;  but  the  outcome  of  the  violence  is  not  
simply  a  strengthened  and  refined  religious  sensibility.  Rather,  the  product  of  these  
encounters  can  be  seen  as  something  not  entirely  Catholic,  but  not  entirely  secular  either.    
In  many  of  the  stories  discussed  in  the  following  chapters,  the  violence  results  in  deeply  
ambiguous  outcomes,  for  the  characters  and  the  readers,  and  this  is  a  deliberate  decision  
on  the  part  of  the  authors.  A  simple  conclusion  that  reflects  an  orthodox  religious  
worldview  can  be  WRRHDVLO\GLVPLVVHGDV³UHOLJLRXV´E\UHDGHUVGLVLQFOLQHGWRDFFHSWD
religious  sensibility;;  ambiguity,  though,  requires  further  reflection  that  might  result  in  
/\QFK¶VQRWLRQRI³SURGXFWLYHHQJDJHPHQW´  
It  is  possible  to  read  the  violence  in  contemporary  Catholic  fiction  as  not  only  part  
of  the  productive  engagement  with  the  secular  age,  but  also  with  the  secular  literary  
tradition.  The  two  dominant  literary  modalities  of  the  twentieth  century  ±  Modernism  and  
Postmodernism  ±  had  their  origins  in  the  attempt  by  artists  to  reflect  the  lived  experience  
of  the  world  around  them.  Literary  modernism  arose  in  the  period  when  the  radical  
insights  of  Nietzsche,  Freud  and  Darwin,  who  had  unseated  old  ways  of  understanding  
WKHZRUOGDQGPDQ¶VSODFHZLWKLQLW DQG,  use  the  gendered  expression  deliberately),  
were  being  fully  internalized  by  the  culture,  and  thus  modernism  is,  in  part,  a  response  to  
the  metaphysical  crisis  of  meaning  inaugurated  by  these  three  thinkers.  How  can  
literature  adequately  represent  the  experience  of  being  human  if  we  are  not  controlled  by  
our  own  conscious  will  but  instead  driven  by  the  unknowable  desires  of  our  tripartite  
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SV\FKHDQGLIµ*RGLVGHDG¶DQGWKHUHLVQRREMHFWLYHWUXWK"&DQWKHODUJHPXOWLIDFHWHG
plots  of  a  realist  Victorian  novel,  which  are  constructed  around  the  logic  of  cause  and  
effect  and  [often]  rely  on  an  omniscient  narrator  who  is  in  control  of  the  strands  of  plot,  
DFFXUDWHO\GHSLFWVXFKDZRUOG")RUWKHPRGHUQLVWVWKHDQVZHUZDVDQXQHTXLYRFDO³QR´
For  many  modernist  writers  then,  the  best  and,  perhaps,  only  way  to  faithfully  render  the  
experience  of  being  human  was  to  turn  to  highly  subjective  narrative  forms:  stream  of  
consciousness,  which  does  not  attempt  to  convey  reality  as  it  objectively  is  (because  no  
such  objective  reality  exists)  but  rather  as  it  is  subjectively  experienced  by  one  
individual;;  or  the  use  of  multiple  narrators,  each  of  whom  provides  conflicting  accounts  
of  what  happens  and  why,  once  again  undermining  any  sense  that  there  is  one  absolute  
truth  or  metaphysical  reality.      
Modernism  is  more  interested  in  epistemology  (how  do  we  know  what  we  know)  
than  in  phenomenology  (what  we  know),  and,  because  of  this,  modernist  fiction  is  most  
interested  in  the  isolated  individual  who  is  trying  to  make  sense  of  his  or  her  experience.  
Postmodernism,  which  remains  somewhat  under-defined  and  is  perhaps  indefinable,  is,  in  
part,  a  critique  of  this  modernist  project  of  attempting  to  achieve  even  epistemological  
certainty.  Postmodernism  questions  the  ability  of  literature  to  reflect  adequately  or  
accurately  any  experience,  since,  for  postmodernists,  literature  qua  literature  is  simply  
words  on  a  page,  and  each  word  is  understandable  only  in  relation  to  other  words  on  
other  pages,  not  to  life  as  it  is  lived  outside  of  fiction.  Hence  the  highly  meta-textual  play  
LQKHUHQWLQPRVWSRVWPRGHUQLVWILFWLRQ-RKQ%DUWKLQ³7KH/LWHUDWXUHRI([KDXVWLRQ´
writes  that  the  once-fresh  techniques  of  the  modernist  novel,  such  as  stream  of  
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consciousness,  no  longer  had  the  ability  to  represent  experience;;  post-modernists  had  to  
ILQGDZD\WRZULWHGHVSLWH³WKHXVHG-upness  of  certain  forms  or  the  felt  exhaustion  of  
FHUWDLQSRVVLELOLWLHV´  5DWKHUWKDQLQWHUURJDWLQJSHUFHSWLRQWKHQSRVWPRGHUQLVWV
turned  to  an  examination  of  representatiRQ1RW³KRZGRZHNQRZ´EXW³KRZGRZH
VKRZZKDWZHNQRZ"´3RVWPRGHUQLVWVXVHLURQ\DQGSDURG\WRTXHVWLRQWKHUROHDQG
meaning  of  literature  itself,  and  to  call  attention  to  the  various  techniques  that  literary  
artists  use  to  achieve  their  goals.  These  SRVWPRGHUQZRUNVOLNH%DUWK¶VLost  in  the  
Funhouse  RU3\QFKRQ¶V*UDYLW\¶V5DLQERZ,  celebrate  the  endless  possibilities  inherent  in  
the  pliability  of  language  itself  while  at  the  same  time  exposing  an  anxiety  about  the  
status  of  literary  representation.  But  if  Barth  was  right  that  the  modernist  techniques  had  
ceased  to  accurately  reflect  the  experience  of  reality,  then  his  and  his  fellow  
SRVWPRGHUQLVWV¶SURMHFWRILURQLFVHOI-reflexivity  had  an  even  shorter  shelf-life.      
Both  modernism  and  postmodernism  have  as  founding  principles  ideas  that  seem,  
on  the  surface,  to  be  inimical  to  the  Catholic  artist.  Both  take  it  as  a  given  that  there  is  no  
such  thing  as  objective  truth,  and  that  there  is  no  ontological  reality  that  exists  beyond  
subjective  experience.  Postmodernism  in  particular,  in  its  devaluation  of  the  ability  of  
narrative  to  convey  truth,  stands  at  odds  with  any  religion  that  grounds  itself  in  a  biblical  
tradition.  How  do  Catholic  writers,  who  wish  to  be  taken  seriously  by  the  literary  culture  
of  their  day  (or  at  least  by  a  readership  shaped  by  this  culture),  engage  with  these  two  
dominant  literary  pathways?  The  answer  to  this  dilemma  changes  over  the  course  of  the  
twentieth  century,  as  Catholic  authors  in  different  times  react  to  different  pressures.  
While  the  desire  to  be  an  accepted  member  of  the  literary  establishment  was  not  a  goal  of  
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all  Catholic  artists,  no  true  artist  wants  to  be  assigned  to  a  religious  ghetto  for  fiction  
ZULWHUVGHVLJQDWHGIRUSUDFWLWLRQHUVRIWKHDUWRIGLGDFWLFWUHDFO\³SLRXVWUDVK´ WRXVH
2¶&RQQRU¶VDFHUELFSKUDVH Mystery  180)).  So,  by  default,  they  had  to  engage  with  the  
currents  of  high  modernism,  or  its  postmodernist  successors.  Although  contemporary  
Catholic  fiction  is  often  ambiguous,  and  does  frequently  contain  characters  struggling  
with  the  modernist  anxiety  over  subjectivity  or  the  postmodernist  anxiety  over  the  
representation  of  meaning,  Catholic  fiction  is  also  interested  in  showing  a  way  beyond  
these  anxieties.  For  the  Catholic  writer,  this  way  out  originates  in  the  analogical  
imagination,  and  is  (often)  manifested  through  the  use  of  violence.      
The  connections  between  secularity  and  religion,  and  between  current  literary  
forms  and  the  form  of  Catholic  fiction,  parallel  each  other;;  in  both  cases,  the  religious  
orientation  ignores  the  secular  at  the  risk  of  its  own  marginalization.  In  Christ  and  
Prometheus,  Lynch  faces  the  dilemma  of  how  a  Catholic-Christian  approach  to  artistic  
creation  can  function  in  a  secular  society,  where  the  underlying  ontological  belief  
structure  of  the  Catholic  writer  is  literally  unintelligible  for  many  readers.  Lynch  
proposes  that  the  form  of  Catholic  fiction  must  engage  with  the  age  on  its  own  terms,  and  
WKXVPXVW³JLYHXS&KULVWLDQV\PEROLVPDVDQLQVWUXPHQWIRUWKHXQGHUVWDQGLQJRIRXU
VHFXODULW\´  7KHDWWHPSWWRimpose  a  Christian  framework  on  the  secular  age  will  not  
produce  good,  or  even  sensible,  art;;  rather,  the  Christian  must  go  through  what  is  really  
present  in  the  secular  age  in  the  attempt  to  locate  a  transcendent  signification  in  what  is  
DOUHDG\WKHUH5DWKHUWKDQGHPRQL]LQJWKHVHFXODUWKH&DWKROLFZULWHUPXVW³GLVFRYHUD
GLDOHFWLFDOUHODWLRQVKLSEHWZHHQVDFUHGDQGVHFXODU´  OLNHZLVHWKH&DWKROLFDUWLVW
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engages  in  a  dialectical  relationship  with  contemporary  literary  forms.  This  dialectical  
relationship  is  at  the  heart  of  the  best  contemporary  Catholic  fiction,  which  acknowledges  
the  anxieties  and  difficulties  of  the  modern  age  and  uses  contemporary  literary  strategies  
to  reflect  these  concerns.  He  or  she  cannot  dismiss  the  anxieties  of  the  age  through  an  all  
too  easy  recourse  to  a  cheap  grace,  or  unearned  insight.  Catholic  fiction  in  a  secular  age  is  
about  the  struggle  with  doubt,  and  the  fear  of  the  loss  of  meaning,  but  it  retains  a  belief  in  
the  possibility  for  transcendent  meaning  and  value,  beyond  the  limits  of  the  purely  
secular.  In  the  chapters  that  follow,  through  close  readings  of  some  of  the  best  works  of  
contemporary  Catholic  fiction,  I  will  demonstrate  the  narrative  techniques  that  Catholic  
writers  use  to  point  their  characters,  and  their  readers,  beyond  the  horizon  of  secularity,  
and  towards  an  idea  of  transcendence.  The  chapters  are  arranged  in  rough  chronological  
order,  so  from  chapter  to  chapter  we  will  be  able  to  see  the  ways  that  these  techniques  
change,  in  both  subtle  and  significant  ways,  as  the  relationship  between  American  
Catholicism  and  American  culture  shifts  in  the  wake  of  Vatican  II.  Although  
contemporary  Catholic  writers  often  dispense  with  some  of  the  overtly  Catholic  
dimensions  to  their  fiction,  they  continue  to  use  violence  as  a  vital  dimension  of  their  
fictional  aesthetic,  used  to  point  both  characters  and  readers  toward  a  sacramental  
worldview  that  transcends  any  purely  secular  construction  of  the  real.      
Religion  and  Violence,  and  What  This  Study  Is  NOT  About  
Before  progressing  to  the  individual  chapters  that  constitute  the  bulk  of  this  
project,  I  need  to  take  a  moment  to  address  two  areas  of  convergence  in  the  study  of  
religion  and  violence  that  I  will  not  be  writing  about.  When  we  think  of  religion  and  
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violence  in  twenty-first  century  America,  first  and  foremost  we  think  of  the  violence  of  
religious  extremism.  Since  9/11,  there  has  been  an  explosion  of  books  on  religion  and  
violence,  with  the  vast  majority  focusing  on  religious  extremism  and  fanaticism.  There  is  
a  clear  and  undeniable  link  between  religious  fundamentalism  and  the  use  of  violence  as  
a  tool  to  oppress  or  suppress  differing  worldviews.  While  there  will  be  a  few  moments  in  
this  study  where  religious  fanaticism  comes  into  play,  on  the  whole  my  focus  is  not  on  
the  violence  of  religious  extremists.  The  authors  I  study  are  not  zealots,  and  with  few  
exceptions,  neither  are  their  characters.  The  violence  in  these  stories  has  a  different  origin  
and  a  different  aim.  
  

Another  area  of  overlap  in  contemporary  thought  on  religion  and  violence  is  the  

work  of  Rene  Girard,  whose  influential  works,  particularly  Violence  and  the  Sacred  
(1977)  and  Things  Hidden  Since  the  Foundation  of  the  World  (1987),  provide  a  
compelling  and  comprehensive  accoXQWRIWKHUHODWLRQVKLSEHWZHHQKXPDQLW\¶VYLROHQW
nature  and  the  organization  of  religion  and  culture.  While  there  are  interesting  
FRQQHFWLRQVWREHPDGHEHWZHHQWKHDXWKRUV,VWXG\KHUHDQG*LUDUG¶VWKHRULHV,ZLOOQRW
be  making  them.  There  are  two  reasons  for  this.  First,  many  of  these  connections  have  
DOUHDG\EHHQPDGHSULPDULO\FRQFHUQLQJWKHZRUNRI)ODQQHU\2¶&RQQRU-RKQ
Desmond,  Frederick  Asals,  Susan  Srigley  and  Gary  Ciuba  have  all  written  on  the  
FRQQHFWLRQVEHWZHHQ2¶&RQQRU¶VZRUNDQG*LUDUG¶V  establishing  a  number  or  parallels  
as  well  as  crucial  distinctions,  and  I  do  not  have  much  to  contribute  to  this  well-
developed  discussion.  But  the  second,  and  more  important,  reason  I  will  not  be  drawing  
RQ*LUDUG¶VWKHRULHVLQWKLVVWXG\LVWKDWZKLOH,  find  them  to  be  well  articulated,  and  fully  
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comprehensive,  I  do  not  find  them  to  be  entirely  germane  to  the  discussion  of  violence  
and  religion  as  it  pertains  to  the  texts  I  will  be  studying.  To  put  the  matter  in  terms  of  
formal  logic  analysis,  while  GiraUG¶VZRUNLVDVXIILFLHQWDFFRXQWRIYLROHQFHDQGWKH
sacred  (meaning  it  covers  the  ground  thoroughly  and  accounts  for  most  dimensions  of  
contact  between  the  two  areas),  it  is  not  necessary  (meaning  there  can  be  an  account  of  
violence  and  religion  that  staQGVRXWVLGHRI*LUDUG¶VWKHRU\ZKLOHEHLQJMXVWDV
meaningful  and  comprehensive).  In  the  chapters  that  follow  I  will  be  drawing  on  the  
works  of  William  Lynch,  Paul  Ricouer,  Romano  Guardini,  and  Charles  Taylor  to  
construct  a  distinct  account  of  the  convergences  between  violence  and  the  sacred  in  the  
work  of  contemporary  Catholic  writers.  
  

  
  
  
  
  
  
CHAPTER  TWO  
  
7+(µ%/$67,1*$11,+,/$7,1*/,*+7¶2))/$11(5<2¶&21125¶6$57  
  
  
Any  discussion  of  the  aesthetics  of  violence  in  American  Catholic  fiction  needs  to  
EHJLQZLWKWKHZRUNRI)ODQQHU\2¶&RQQRUboth  EHFDXVH2¶&RQQRULVWKHPRVW
prominent  American  Catholic  writer  and  because  her  work  is  positively  saturated  with  
violence.  Any  attempt  to  understand  the  thematic  concerns  or  technical  precision  of  her  
works  needs  to  involve  some  analysis  of  her  use  of  violence.  Fortunately,  there  are  many  
H[FHOOHQWVWXGLHVRIWKHXVHRIYLROHQFHLQ2¶&RQQRU¶VILFWLRQ1so  I  need  not  start  this  
discussion  from  first  principles.  Critical  analysis  of  her  use  of  violence  mirrors  the  overall  
critical  commentary  on  her  work:  there  are  critics  who  are  primarily  interested  in  
GHPRQVWUDWLQJKRZ2¶&RQQRU¶VXVHRIYLROHQFHPDQLIHVWVKHUUHOLJLRXVVHQVLELOLW\,2  
others  who  are  equally  invested  in  demonstrating  that  her  use  of  violence  betrays  an  
unsound,  and  perhaps  heretical,  theology,3  and  those  who  deny  any  religious  significance  
                                                                                                  
1

  ,KDYHIRXQGWKHIROORZLQJERRNOHQJWKVWXGLHVRI2¶&RQQRUWRFRQWDLQWKHEHVWFRPSUHKHQVLYHRYHUYLHZV
of  violence  in  her  work:  Frederick  Asals,  )ODQQHU\2¶&RQQRU7KH,PDJLQDWLRQRI([WUHPLW\  (1982),  Susan  
Srigley,  )ODQQHU\2¶&RQQRU¶V6DFUDPHQWDO,PDJLQDtion    SDUWLFXODUO\&KDSWHU³7KH9LROHQFHRI
/RYH´-RKQ'HVPRQG5LVHQ6RQV)ODQQHU\2¶&RQQRU¶V9LVLRQRI+LVWRU\  (1987);;  Robert  Brinkmeyer,  
The  Art  and  Vision  of  Flannery  O'Connor  (1989),  and  John  Sykes,  )ODQQHU\2¶&RQQRU:DONHU3HUF\DQG
the  Aesthetics  of  Revelation  (2007).  
  
2
  $PRQJWKHEHVWERRNVWKDWSXUVXHWKLVFRXUVHDUH5DOSK:RRG¶V)ODQQHU\2¶&RQQRUDQGWKH&KULVW
Haunted  South    5LFKDUG*LDQQRQH¶V)ODQQHU\2¶&RQQRUDQGWKH0\VWHU\RI/RYH  (1989);;  and  
*HRUJH.LOFRXUVH¶V)ODQQHU\2¶&RQQRU¶VReligious  Imagination:  A  World  with  Everything  Off  Balance  
 VHHDOVR'HVPRQG¶V³9LROHQFHDQGWKH&KULVWLDQ0\VWHU\$:D\WR5HDG)ODQQHU\2¶&RQQRU´
(1997).  
  
3
  -RKQ+DZNHVZKRFODLPHGWKDW2¶&RQQRUZDVRI³WKHGHYLO¶VSDUW\´LVWKHPRVWoften  cited  proponent  of  
WKLVSRVLWLRQVHH³)ODQQHU\2¶&RQQRU¶V'HYLO´  )UHGHULFN$VDOVLQ)ODQQHU\2¶&RQQRU7KH
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to  the  violence  in  her  work,  and  instead  approach  it  from  a  historicist  perspective.4  There  
DUHDOVRFULWLFVZKRWDNHDµELJSLFWXUH¶DSSURDFKDQGFRQWHQGWKDWDQ\FULWLFDODQDO\VLVRI
2¶&RQQRU¶VXVHRIYLROHQFHVD\VIDUPRUHDERXWWKHFULWLFWKDQLWGRHVDERXW2¶&RQQRU
Thomas  Haddox  argues  WKDWWKHDUJXPHQWVRI³VHFXODUUHOLJLRXV  and  historicizing  
FULWLFV´UHJDUGLQJ2¶&RQQRU¶VZRUNDUHIXQGDPHQWDOO\MXVWH[SUHVVLRQVRI³WKHLUEDVLF
FRPPLWPHQWWRWKHLUEHOLHIV´DQGWKDWFODLPVRIREMHFWLYLW\LQVFKolarship  are  just  a  pose  
(237).  While  I  DOZD\VVHHNWRJURXQGP\DUJXPHQWVRQ2¶&Rnnor  (and  the  other  writers  I  
study  here)  in  what  is  present  in  the  fiction,  and  not  in  my  personal  commitments  or  
beliefs,  my  critical  inclination  is  to  give  weight  to  2¶&RQQRU¶VVWDWHPHQWVUHJDUGLQJKHU
use  of  violence,  and  thus  to  view  her  use  of  violence  as  a  vehicle  for  transcendent  grace.  
This  critical  approach  to  the  literary  material  does  reflect  my  own  belief  about  the  value  
and  significance  of  both  literature  and  literary  criticism.5    
%XWZKLOH,DPV\PSDWKHWLFWRERWK2¶&RQQRU¶VFODLPVDQGDLPVI  do  not  simply  
accept  them  at  face  value,  since  the  work  itself  is  often  more  complicated  than  
2¶&RQQRU¶VRZQH[SODQDWLRQVPLJKWOHDGXVWREHOLHYH:KDW,VHHNWRGRLQWKLVFKDSWHU
LVH[SORUHDVHULHVRITXHVWLRQVVXUURXQGLQJ2¶&RQQRU¶VXVHRIYLROHQFH  First,  why  does  
she  use  violence  as  an  aesthetic  strategy  to  point  her  characters  and  readers  toward  a  
                                                                                                                                                                                                                                                                                                  
Imagination  of  Extremity,  argues  that  the  violence  of  Wise  Blood  LV0DQLFKHDQ&ODUH.DKDQHLQ³)ODQQHU\
2¶&RQQRU¶V5DJHRI9LVLRQ´  FRQWHQGVWKDWWKHYLROHQFHLQ2¶&RQQRU¶VZRUNVXJJHVWVDQH[WUHPH
³SV\FKRORJLFDOGHPDQGZKLFKRYHUVKDGRZVKHUUHOLJLRXVLQWHQW´    

  

4

  6HHIRULQVWDQFH-RQ/DQFH%DFRQ¶V)ODQQHU\2¶&RQQRUDQG&ROG:DU&XOWXUH    3DWULFLD<DHJHU¶V
³7KH:RPan  Without  Any  Bones:  Anti-$QJHO$JJUHVVLRQLQ:LVH%ORRG´  DQG.DWKHULQH+HPSOH
3URZQ¶V5HYLVLQJ)ODQQHU\2¶&RQQRU6RXWKHUQ/LWHUDU\&XOWXUHDQGWKH3UREOHPRI)HPDOH$XWKRUVKLS  
(2001).  
  
5
  As  explained  in  Chapter  One,  ³:KDW+appens  to  Us  When  We  Read,  and  Why  Does  It  MDWWHU"´SDJHV
32-39.    
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recognition  of  the  transcendent  sphere?  Second,  where,  specifically,  does  the  violence  in  
her  fiction  come  from?  Third,  how  does  her  use  of  violence  change  over  the  course  of  her  
career?  And  fourth,  is  the  use  of  violence  an  effective  strategy,  meaning,  does  it  
DFFRPSOLVKZKDW2¶&RQQRUZDQWVLWWR"6      
:KLOHWKHUHDUHDQXPEHURIILQHFULWLFDOVWXGLHVRQYLROHQFHLQ2¶&RQQRU¶VZRUN
almost  all  criticism  beJLQVZLWK2¶&RQQRU¶VRZQZULWLQJVRQWKHVXEMHFW,QKHUOHWWHUV
DQGHVVD\V2¶&RQQRUGHVFULEHVZK\VKHXVHVYLROHQFHKRZVKHLQWHQGVLWWRIXQFWLRQ
within  the  story  itself,  and  how  she  envisions  it  affecting  the  sensibilities  of  her  readers.  
Although  she  repeatedly  states  that  she  does  not  want  to  be  overly  didactic  in  her  writing,  
VLQFHWKHHQGUHVXOWRIVXFKILFWLRQLV³DQRWKHUDGGLWLRQWRWKDWODUJHERG\RISLRXVWUDVK
IRUZKLFK>&DWKROLFZULWHUV@KDYHVRORQJEHHQIDPRXV´ Mystery  180),  she  has  no  
problem  declaring  that  she  intends  to  make  her  particular,  Catholic  Christian  worldview  
HYLGHQWWRKHUUHDGHUV³WKH&DWKROLFZULWHURIWHQILQGVKLPVHOIZULWLQJLQDQGIRUDZRUOG
that  is  unprepared  and  unwilling  to  see  the  meaning  of  life  as  he  sees  it.  This  means  
frequently  that  he  may  resort  to  violent  literary  means  to  get  his  vision  across  to  a  hostile  
DXGLHQFH´ Mystery  185).  My  primary  interests  are  in  examining  just  what  thesHµYLROHQW
OLWHUDU\PHDQV¶ORRN  like,  and  why  they  might  be  an  effective  means  of  imparting  an  
DXWKRU¶VSDUWLFXODUXQGHUVWDQGLQJRIH[LVWHQFHWRDQXQUHFHSWLYHDXGLHQFH  
                                                                                                  
6

  7KHVHTXHVWLRQVFRUUHVSRQGURXJKO\WR5LFRHXU¶VWKUHH-fold  definition  of  Mimesis;;  where  Mimesis1  is  
the  process  of  prefiguration,  understanding  the  worldview  and  language  use  from  which  a  text  originates,  
MiPHVLVLVWKHSURFHVVRIFRQILJXUDWLRQRUWKHUHDGHU¶VFRQVWUXFWLRQRIPHDQLQJIURPWKHWH[WXVLQJWKH
UKHWRULFDOVWUDWHJLHVWKDWDUHZLWKLQWKHWH[WLWVHOIDQG0LPHVLVLVWKHSURFHVVRIUHILJXUDWLRQ³WKH
intersection  of  the  world  unfolded  by  the  fictiRQDQGWKHZRUOGZKHUHLQDFWXDODFWLRQXQIROGV´RULQRWKHU
words,  how  the  reader  incorporates  the  insights  of  the  text  into  his/her  life  outside  of  the  text  (³0LPHVLV´  
148).        
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2¶&RQQRUKDGDFOHDUFRQFHSWLRQRIWKHDXGLHQFHIRUZKLFKVKHZDVZULWLQJDQG
it  is  this  construction  of  her  audience  which  shaped  the  form  of  her  fiction.7  2¶&RQQor  
FRQFHLYHGRIKHUDXGLHQFHDVHLWKHUODUJHO\DWKHLVWLF³P\DXGLHQFHDUHWKHSeople  who  
WKLQN*RGLVGHDG´ Habit  92),  or  at  least  unconcerned  with  the  spiritual  realities  that  she  
saw  as  the  foundational  principle  of  existence:  ³,KDYHIRXQGWKDWZKDW,ZULWHLVUHDGE\
DQDXGLHQFHZKLFKSXWVOLWWOHVWRFNHLWKHULQJUDFHRUWKHGHYLO´ Mystery  118),  and  
³7RGD\¶VDXGLHQFHLVRQHLQZKLFKUHOLJLRXVIHHOLQJKDVEHFRPHLIQRWDWURSKLHGDWOHDVW
YDSRURXVDQGVHQWLPHQWDO´ Mystery  162).  In  perhaps  her  most  descriptive  statement  on  
her  imagined  audience,  she  explains:  
When  I  sit  down  to  write,  a  monstrous  reader  looms  up  who  sits  down  beside  me  
DQGFRQWLQXDOO\PXWWHUVµ,GRQ¶WJHWLW,GRQ¶WVHHLW,GRQ¶WZDQWLW¶6RPH
writers  can  ignore  this  presence,  but  I  have  never  learned  how.  I  know  that  I  must  
never  let  him  affect  my  vision,  must  never  let  him  gain  control  over  my  thinking,  
must  never  listen  to  his  demands  unless  they  accord  with  my  conscience;;  yet  I  feel  
I  must  make  him  see  what  I  have  to  show,  even  if  my  means  of  making  him  see  
have  to  be  extreme.8  
  
7KURXJKKHUILFWLRQ2¶&RQQRUZDQWHGWRIRUFHKHUUHDGHUVWRVHHUHDOLW\DVVKH
saw  it,  so  that  they  might  reassess  their  assumptions  about  the  nature  of  existence.  She  
GHVFULEHGWKLVDVKHU³SURSKHWLFIXQFWLRQRIUHFDOOLQJSHRSOHWRNQRZQEXWLJQRUHGWUXWKV´
(Conversations  89).  This  movement  towards  the  initiation  of  some  process  of  reflection  
and  reassessment  is  also  the  thematic  focus  of  most  of  her  fiction;;  she  does  to  her  
characters  what  she  wishes  to  do  to  her  readers,  usually  through  some  moment  of  
                                                                                                  
7

  )RUPRUHRQ2¶&RQQRU¶VFRQFHSWLRQRIDXGLHQFHVHH/DPDU1LVO\¶VWingless  Chickens,  Bayou  Catholics,  
and  Pilgrim  Wayfarers:  Constructions  of  Audience  and  Tone  in  O'Connor,  Gautreaux,  and  Percy  (2011),  
DQG-RDQQH0F0XOOHQ¶VWriting  Against  God:  Language  as  Message  in  the  Literature  of  Flannery  
2¶&RQQRU(1996).    
  
8
  2¶&RQQRUPDGHWhese  remarks  in  a  lecture  at  Georgia  State  College  for  Women,  1/7/60;;  the  quote  is  
published  in  Kathleen  Feeley,  )ODQQHU\2¶&RQQRU,  45.  
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violence.  Her  stories  and  novels  repeatedly  focus  on  individuals  who  either  feel  
themselves  superior  to  religious  belief,  or  who  profess  a  Christian  worldview  but  take  no  
account  of  the  meaning,  and  cost,  of  such  belief.  She  then  places  these  individuals  into  a  
moment  of  conflict,  which  is  almost  always  violent,  with  the  end  result  being  that  the  
individuals  are  led  to  reconsider  what  they  believe  about  ultimate  meaning  and  value.    
7KHYLROHQFHXQGHUPLQHVRUREOLWHUDWHVFKDUDFWHUV¶VHQVHRIVHOIDQGWKLVSURFHVVFDQ
OHDGWRDUHRULHQWDWLRQRIWKHVHFKDUDFWHUV¶HQWLUHXQGHUVWDQGLQJRIH[LVWHQFH  
2¶&RQQRU¶VIRXQGDWLRQDOEHOLHIVDERXWWKHQDWXUHRIILFWLRQDUH³WKDWHYHU\Jreat  
GUDPDQDWXUDOO\LQYROYHVWKHVDOYDWLRQRUORVVRIWKHVRXO´ Mystery   DQGWKDW³7KHUH
is  a  moment  in  every  great  story  in  which  the  presence  of  grace  can  be  felt  as  it  waits  to  
be  accepted  or  rejected,  even  though  the  reader  may  not  recognize  thLVPRPHQW«$QG
IUHTXHQWO\«WKHGHYLOKDVEHHQWKHXQZLOOLQJLQVWUXPHQWRIJUDFH´ Mystery  118).  From  
these  claims,  we  see  that  she  conceived  of  her  fiction  as  primarily  oriented  towards  the  
questions  of  salvation  and  damnation,  and  that  she  believed  in  the  reality  of  grace  as  a  
YHKLFOHIRUSHUVRQDOWUDQVIRUPDWLRQ0\LQLWLDOIRFXVLVDQH[SORUDWLRQRIZK\2¶&RQQRU
believes  that  the  presentation  of  this  grace  requires  violence.  She  provides  us  with  a  
strong  clue  whHQVKHFODLPV³,KDYHIRXQGWKDWYLROHQFHLs  strangely  capable  of  returning  
P\FKDUDFWHUVWRUHDOLW\DQGSUHSDULQJWKHPWRDFFHSWWKHLUPRPHQWVRIJUDFH´ Mystery  
 7ZRHOHPHQWVKHUHUHTXLUHIXUWKHULOOXPLQDWLRQILUVW2¶&RQQRU¶VFRQFHSWLRQRI
reality,  and  second,  her  understanding  of  free  will,  vis-à-vis  this  acceptance  of  grace.  For  
2¶&RQQRUZKRVXEVFULEHGIXOO\WRWKH&DWKROLF&KXUFK¶VFRQFHSWLRQRIUHDOLW\KXPDQLW\
is  sinful  and  fallen,  and  therefore  finally  imperfectiEOHZLWKRXW*RG¶VJUDFH,Q
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2¶&RQQRU¶VYLHZPRGHUQPDQEHOLHYHVH[DFWOy  the  opposite;;  he  believes  in  self-
sufficiency,  progress,  and  the  eventual  eradication  of  all  pain  and  suffering.  Because  of  
WKLV³WKHPRGHUQVHFXODUZRUOGGRHVQRWEHOLHYHLQ«VLQRULQWKHYDOXHWKDWVXIIHULQJ
FDQKDYHRULQHWHUQDOUHVSRQVLELOLW\´ Mystery  185).  This  radical  disconnect  between  her  
XQGHUVWDQGLQJRIUHDOLW\DQGKHUFRQFHSWLRQRIKHUDXGLHQFH¶VXQGHUVWDQGLQJVKDSHGHYHU\
DVSHFWRIKHUILFWLRQ6KHEHOLHYHGWKDWIRUWKH&DWKROLFZULWHUWR³ZULWHDERXWDPDQ¶V
HQFRXQWHUZLWK*RG´LQDZD\WKDWLV³XQGHUVWDQGDEOHDQGFUHGLEOH´IRUDVHFXODU
DXGLHQFHWKHZULWHUPXVW³EHQGWKHZKROHQRYHO±  LWVODQJXDJHLWVVWUXFWXUHLWVDFWLRQ´
(Mystery  161-62).      
IQ2¶&RQQRU¶VVWRULHVWKHHQFRXQWHUZLWKYLROHQFHIRUFHVKHUFKDUDFWHUVWR
relinquish  their  reliance  on  their  own  self-sufficiency  and  acknowledge  that  they  are  not  
LQFRPSOHWHFRQWURORIWKHLUOLYHVDQGVKHWLHVWKLVORVVRIFRQWUROWRKXPDQLW\¶VQHHGIRU
UHGHPSWLRQ2¶&RQQRUEHOLHYHGWKDW³5HGHPSWLRQLVPHDQLQJOHVVXQOHVVWKHUHLVFDXVH
for  it  in  the  actual  life  we  live,  and  for  the  last  few  centuries  there  has  been  operating  in  
RXUFXOWXUHWKHVHFXODUEHOLHIWKDWWKHUHLVQRVXFKFDXVH´ Mystery  33).  No  one  (in  fiction  
or  reality)  will  seek  out  help  without  first  recognizing  their  own  need,  DQG2¶&RQQRUXVHV
KHUILFWLRQWRGHPRQVWUDWHMXVWVXFKDPHWDSK\VLFDOQHHG)RU2¶&RQQRUWKHSURFHVVRI
FRQYHUVLRQRIOHDYLQJEHKLQGRQH¶VIDOVHLGHDVRIUHDOLW\LQSXUVXLWRIWKHWUXWKUHOLHV
upon  self-knowledge  and  insight,  and  this  insight  comes  about  as  a  result  of  grace.  
2¶&RQQRUZURWH³,GRQ¶WNQRZLIDQ\ERG\FDQEHFRQYHUWHGZLWKRXWVHHLQJWKHPVHOYHV
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LQDEODVWLQJDQQLKLODWLQJOLJKW´9  (Habit  427);;  this  light  is  the  light  of  grace,  and  it  is  no  
accident  that  the  adjectives  she  uses  to  describe  it  are  both  violent.  As  her  letters  and  
essays  make  clear,  she  believed  violence  was  one  of  the  sources  of  this  annihilating  light  
for  her  characters.  The  moments  of  violence  force  her  characters  to  see  themselves  as  
they  truly  are,  which  opens  them  to  the  realization  that  they  are  not  in  fact  totally  self-
VXIILFLHQWDQGWKDWWKH\GRQHHG³WREHUHGHHPHG´7KLVLQVLJKWFDQEHWKHSUHFXUVRUWR
radical  change.    
%XW2¶&RQQRU¶VILFWLRQDOSURMHFWGRHVQRWHQGZLWKKHUFKDUDFWHUVVKHFOHDUO\
wanted  her  fiction  to  shine  this  blasting  annihilating  light  on  her  readers  as  well.  ,Q³7KH
)LFWLRQ:ULWHUDQG+LV&RXQWU\´2¶&RQQRUODLGRXWKHUDHVWKHWLFVWUDWHJ\  

  

The  novelist  with  Christian  concerns  will  find  in  modern  life  distortions  which  are  
repugnant  to  him,  and  his  problem  will  be  to  make  these  appear  as  distortions  to  
an  audience  which  is  used  to  seeing  them  as  natural;;  and  he  may  well  be  forced  to  
take  ever  more  violent  means  to  get  his  vision  across  to  his  hostile  audience.  
When  you  can  assume  your  audience  holds  the  same  beliefs  as  you  do,  you  can  
relax  a  little  and  use  more  normal  means  of  talking  to  it;;  when  you  assume  that  it  
does  not,  then  you  have  to  make  your  vision  apparent  by  shock  ±  to  the  hard  of  
hearing  you  shout,  and  for  the  almost-blind  you  draw  large  and  startling  figures.    
(Mystery  33-34)  
  
7KHYLROHQFHLQ2¶&RQQRU¶VZRUNLVKHUDWWHPSWWRVKRFNKHUDXGLHQFHLQWRVHHLQJ

reality  anew.  Christina  Bieber-/DNHGHVFULEHVWKLVDUWLVWLFVWUDWHJ\DV³2¶&RQQRU¶VµVKRFN
DQGDZH¶FDPSDLJQ«DJDLQVWKHUUHDGHUVZKereby  violence  occurs  in  the  effort  to  get  
SHRSOHWRSD\DWWHQWLRQ´  2¶&RQQRUXVHVYLROHQFHLQRUGHUWREULQJKHUUHDGHUVXS
short,  to  lead  them  to  ask  fundamental  questions  about  what  happened  and  why,  in  the  
hope  that  the  end  result  of  this  questioning  will  be  an  acknowledgment  of  the  
                                                                                                  
9

  /DQJXDJHWKDWFDOOVWRPLQG6DXO¶VEOLQGLQJRQWKHURDGWR'DPDVFXVZKLFKLQLWLDWHGKLVFRQYHUVLRQLQWR
the  apostle  Paul  (Acts  9:3-9).  
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IXQGDPHQWDOP\VWHU\DWWKHKHDUWRIUHDOLW\ZKLFK IRU2¶&RQQRU LVWKHSUHVHQFHDQG
providence,  of  God.  This  double  movement,  of  disrupting  the  self-enclosed  worldview  of  
her  characters  and  revealing  mystery  to  her  readers,  is  of  central  importance  in  
XQGHUVWDQGLQJZK\2¶&RQQRU¶VILFWLRQLV  built  on  and  around  violence.  She  wanted  her  
fiction  to  both  illuminate  how  modern  individuals  can  come  to  rely  once  again  on  God,  
and  to  serve  as  a  source  of  possible  transformation  for  her  readers  as  well;;  she  believed  
that  fictional  violence  could  accomplish  both  goals.    
$VDFORVHUHDGLQJRIDOPRVWDQ\FDQRQLFDO2¶&RQQRUVWRU\ZLOOGHPRQVWUDWH
ZLWKLQWKHZRUOGRIKHUILFWLRQYLROHQFHDFFRPSOLVKHVH[DFWO\ZKDW2¶&RQQRULQWHQGVLt  
to:  it  breaks  through  the  façades  that  her  characters  create  around  themselves,  and  it  
allows  (or  perhaps  forces)  them  to  see  life  in  a  new  way.  They  are  transformed,  or  they  
resist  this  transformation  and  are  left  bereft.  I  will  explore  this  process  in  greater  detail  in  
my  analysis  of  ³$*RRG0DQLV+DUGWR)LQG´But  what  is  much  less  clear  is  whether  or  
not  her  fiction  has  the  impact  on  her  readers  that  she  desires.  $Q\JLYHQUHDGHU¶VUHDFWLRQ
to  a  text  is  a  subjective  experience,  and  it  is  impossible  for  an  author  to  entirely  control  a  
UHDGHU¶VUHVSRQVHWRKLVRUKHUZRUNEXWWKURXJKVW\OLVWLFDQGWHFKQLFDOGHFLVLRQVDQ
author  can  at  least  attempt  to  define  the  parameters  of  this  response.  I  will  focus  on  the  
ZD\V2¶&RQQRUDWWHPSWVWRVKDSHUHDGHUO\  perception  within  the  fiction  itself.  She  does  
this,  first,  by  firmly  grounding  the  violent  encounters  in  her  historical  and  social  moment,  
so  I  begin  my  analysis  with  an  assessment  of  a  particularly  religious  conception  of  this  
moment  in  time.    
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2¶&RQQRU  at  the  End  of  an  Age:  A  Catholic  Conception  of  the  Post-War  Moment  
$OWKRXJK2¶&RQQRUZDVSULPDULO\LQWHUHVWHGLQWKHPHWDSK\VLFDOQDWXUHRIUHDOLW\
her  fiction  is  grounded  in  a  very  specific  historical  moment;;  she  described  the  
significance  of  this  proceVVLQ³7KH5HJLRQDO:ULWHU´³7KHZULWHURSHUDWHVDWDSHFXOLDU
crossroads  where  time  and  place  and  eternity  somehow  meet.  His  problem  is  to  find  that  
ORFDWLRQ´ Mystery  59).10  Connecting  the  eternal  moment  to  a  specific  time  and  place  is  
FHQWUDOWR2¶&RQQRU¶VDUW+HUFKDUDFWHUVDUHWKHSURGXFWRIWKHPLG-century  South,  and  
they  reflect  the  social  concerns  of  their  time  and  place.  Many  of  these  characters  can  be  
GHVFULEHGDV³DOLHQDWHGPRGHUQV´LQGLYLGXDOVZKRGRQRWNQRZZKHUHWKH\EHORQJLQWKH
world,  and  who  are  torn  between  competing  world-views  and  are  thus  subsequently  
disoriented  (the  Misfit  and  the  protagonists  of  both  of  her  novels  fit  this  model).  But  she  
also  writes  about  individuals  who  think  they  know  exactly  who  they  are  and  how  they  fit  
in  the  world.  They  subscribe  to  a  particular  account  of  history,  grounded  in  class  and  
UHOLJLRXVSUHMXGLFHVDQG2¶&RQQRU¶VZRUNVKRZVWKDWWKHVHLQGLYLGXDOVQHHGWRbecome  
disoriented,  because  it  is  only  in  this  disoriented  state  that  they  will  be  able  to  be  open  to  
grace.    
%RWKRI2¶&RQQRU¶VSUHGRPLQDQWFKDUDFWHUW\SHV±  the  alienated  individuals  and  
the  misguidedly  self-assured  ±  reflect  her  metaphysical  concerns.  The  disorientation  and  
DOLHQDWLRQH[SHULHQFHGE\VRPDQ\RI2¶&RQQRU¶VFKDUDFWHUVLVDSURGXFWRf  a  very  
particular  mindset,  shaped  by  an  understanding  of  contemporary  culture  as  being  
IXQGDPHQWDOO\DQGSHUKDSVIDWDOO\IODZHG2¶&RQQRUVKDUHGDPLG-century  belief  with  
                                                                                                  
10

  %DFRQDQG2¶*RUPDQDUHSDUWLFXODUO\LQVLJKWIXODERXWWKHZD\VLQZKLFKSRVW-war  Southern  cultural,  
political,  and  religious  discourses  KHOSHGVKDSHWKHFRQWRXUVRI2¶&RQQRU¶VZRUN  
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many  Roman  Catholic  intellectuals  of  her  time,  grounded  in  both  social  reality  and  
religious  epistemology,  that  they  lived  in  momentous  and  possibly  calamitous  times.  In  
the  post-war  era,  individuals  were  faced  with  a  new  set  of  realities,  foremost  among  them  
being  the  real  threat  of  nuclear  annihilation,  that  called  for  what  critic  Robert  Inchausti  
GHVFULEHVDV³DQHVFKDWRORJLFDOSHUVSHFWLYHRQKXPDQH[LVWHQFH±  a  perspective  that  
examines  all  thought  and  culture  in  terms  of  how  they  would  appear  in  the  messianic  
OLJKWRIWKH/DVW'D\´  ,QFKDXVWL¶VSubversive  Orthodoxy  (2005)  traces  out  a  
Christian  avant-garde  intellectual  tradition  that  critiques  both  mainstream  Christianity  as  
³LQKHUHQWO\UHDFWLRQDU\XQFRQVFLRXVO\ZHGGHGWRFODVVUDFHDQGJHQGHUSUHMXGLFHV
bound  by  foundational  metaphysics,  and  littered  with  outworn  superstiWLRQV´  DQGWKH
ERXUJHRLVPLGGOHFODVVIRU³ZLOOLQJO\FRPSULV>LQJ@WKHLUKRQRULJQRU>LQJ@MXVWLFHDQG
EHWUD\>LQJ@WUXWK´LQRUGHUWRDFKLHYH³SHUVRQDOVXFFHVVVHFXULW\DQGKDSSLQHVV´  
$OWKRXJK,QFKDXVWLGRHVQRWLQFOXGH2¶&RQQRULQKLVGLVFXVsion  of  subversive  and  radical  
Christians,  her  fiction  enacts  the  same  double  critique.  This  should  not  be  surprising,  
VLQFH2¶&RQQRU¶VFRQFHSWLRQRIWKHPRGHUQVHFXODUDJHZDVDSURGXFWRIKHU&KULVWLDQ
worldview.  She  saw  the  ascendancy  of  a  consumer-driven  culture,  shaped  by  advertising  
and  marketing,  as  leading  to  increased  conformity  and  the  subsequent  loss  of  
individuality11;;  and  her  critique  of  the  social  order  was  connected  to  the  mid-century  
religious  critique  of  the  entire  secular  project  as  steadily  destroying  itself  from  within.      
                                                                                                  
11

  7KLVLVWKHSRVLWLRQVKHDUJXHVIRULQ³7KH)LFWLRQ:ULWHUDQG+LV&RXQWU\´³µ:ho  speaks  for  America  
WRGD\"¶>WKHDQVZHU@ZLOOKDYHWREHWKHDGYHUWLVLQJDJHQFLHV7KH\DUHHQWLUHO\FDSDEle  of  showing  us  our  
unparalleled  prosperity  and  almost  classless  society,  and  no  one  has  ever  accused  them  of  not  being  
SRVLWLYH´ Mystery  34).  
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2¶&RQQRUDQGKHUFRQWHPSRUDULHVZHUHFRQFHUQHG  that  the  ascendancy  of  secular  
culture  was  undermining  the  very  viability  of  religious  belief,  but  also  that  the  current  
direction  of  secular  culture  was  going  to  usher  in  the  end  of  all  culture,  and  that  the  
doctrine  of  mutually  assured  destruction  would  result  in  just  that  outcome.  As  she  writes  
in  ³7KH*URWHVTXHLQ6RXWKHUQ)LFWLRQ´VKHLVSDUWRI³WKHILUVWJHQHUDWLRQWRIDFHWRWDO
extinction  because  of  these  [scientific@DGYDQFHV´ Mystery   ,Q2¶&RQQRU¶VILFWLRQ
there  is  a  very  palpable  sense  that  the  historical  moment  in  which  she  is  writing  is  a  time  
RIUDGLFDODQGSHUKDSVDSRFDO\SWLFWUDQVLWLRQ2¶&RQQRU¶VFRQWHPSRUDU\WKH&DWKROLF
monk  Thomas  Merton,  captures  the  profound  uncertainty  of  this  particular  historical  
moment,  in  Conjectures  of  a  Guilty  Bystander  (1966):  
We  are  living  in  the  greatest  revolution  in  history  ±  a  huge  spontaneous  upheaval  
of  the  entire  human  race:  not  the  revolution  planned  and  carried  out  by  any  
particular  party,  race,  or  nation,  but  a  deep  elemental  boiling  over  of  all  the  inner  
contradictions  that  have  ever  been  in  man,  a  revelation  of  the  chaotic  forces  inside  
everybody.  This  is  not  something  we  have  chosen,  nor  is  it  something  we  are  free  
to  avoid.    
The  revolution  is  a  profound  spiritual  crisis  of  the  whole  world,  
manifested  largely  in  desperation,  cynicism,  violence,  conflict,  self-contradiction,  
ambivalence,  fear  and  hope,  doubt  and  belief,  creation  and  destructiveness,  
progress  and  regression,  obsessive  attachments  to  images,  idols,  slogans,  
programs  that  only  dull  the  general  anguish  for  a  moment  until  it  bursts  out  
everywhere  in  a  still  more  acute  and  terrifying  form.  We  do  not  know  if  we  are  
building  a  fabulously  wonderful  world  or  destroying  all  that  we  have  ever  had,  all  
that  we  have  achieved!  All  the  inner  force  of  man  is  boiling  and  bursting  out,  the  
good  together  with  the  evil,  the  good  poisoned  by  evil  and  fighting  it,  the  evil  
pretending  to  be  good  and  revealing  itself  in  the  most  dreadful  crimes,  justified  
and  rationalized  by  the  purest  and  most  innocent  intentions.  (54-55)  
  
0HUWRQ¶VHPSKDVLVRQFKDQJHXQFHUWDLQW\DQGFRQWUDGLFWLRQFDSWXUHVWKHZRUOG
DVGHSLFWHGE\2¶&RQQRU+HUFKDUDFWHUVDUHOLWHUDOO\DWWKHHQGRIRne  way  of  life,  and  
facing  an  uncertain  future.  They  will  be  forced  to  face  their  own  mortality,  and  their  own  
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illusions  about  themselves.  In  the  mid-century  American  South,  this  was  true  for  all  
individuals,  as  widespread  social  changes  brought  about  a  crLVLVRILGHQWLW\EXW2¶&RQQRU
uses  this  social  context  as  an  opening  to  explore  the  deeper  metaphysical  crisis  that  
0HUWRQUHIHUVWR+HUUHVSRQVHWRWKLVFULVLVLVWRZULWHDERXW³ZKDWZHGRQ¶WXQGHUVWDQG
UDWKHUWKDQ«ZKDWZHGR´DQGWRSRLQWKHUFKDUDFWHrs,  and  her  readers,  toward  the  
presence  of  mystery  in  the  world  (Mystery  42).  
Romano  Guardini,  the  German  Catholic  theologian  and  contemporary  of  both  
2¶&RQQRUDQG0HUWRQUHIHUUHGWRWKHLUKLVWRULFDOPRPHQWDV³WKHHQGRIPRGHUQZRUOG´
*XDUGLQL¶VYLHZRIKLVWRU\DQGPRGHUQKXPDQLW\¶VUROHZLWKLQLWUHVRQDWHGVWURQJO\ZLWK
2¶&RQQRU,QDQXPEHURIKHUOHWWHUV2¶&RQQRUFRPPHQGV*XDUGLQLIRUEHLQJDQ
exemplar  of  what  a  public  Catholic  intellectual  should  be  ±  a  European  counter  to,  and  
improvement  on,  AmeULFD¶V)XOWRQ6KHHQIn  particular,  she  was  impressed  by  *XDUGLQL¶V
work  The  Lord  (1954),  recommending  it  to  both  Sally  Fitzgerald  and  Betty  Hester,  
FDOOLQJLW³YHU\ILQH´DQG³KLVPDVWHUSLHFH´  DQGVWDWLQJWKDW³WKHUHLVQRWKLQJOLNHLW
anywhere,  certainl\QRWLQWKLVFRXQWU\´ Habit  74,  99).    
$QRWKHUPHDVXUHRI2¶&RQQRU¶VUHVSHFWIRU*XDUGLQLLVWKHVKHHUQXPEHURIKLV
books  that  she  reviewed  for  The  Bulletin,  her  local  diocesan  paper;;  she  reviewed  six,  
which  is  twice  the  number  she  reviewed  for  any  other  writer.12  In  the  first  of  her  reviews  
RI*XDUGLQL¶VZRUNRQThe  Rosary  of  Our  Lady  (1955),  she  differentiates  him  from  many  
SXEOLF&DWKROLFLQWHOOHFWXDOVRIWKHGD\LQWKDWKH³GRHVQRWVWDQGRQDKHLJKWDERYHWKH
modern  world,  coping  with  its  agonizing  problems´  rather,  he  is  positioning  the  Church  
                                                                                                  
12

  

  She  reviewed  three  books  each  for  William  Lynch,  Pierre  Tielhard  de  Chardin,  and  Eric  Voegelin.  
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DPLGVW³PRGHUQGLIILFXOWLHVDQGSUHRFFXSDWLRQV´ Presence  17).  Two  years  later,  when  
recommending  his  book  Prayer  in  Practice  (1957),  she  ends  her  review  by  writing,  ³KLV  
concerns  are  very  much  for  the  problems  of  modern  man,  in  whom  faith  is  no  more  than  a  
possibility.  It  is,  in  part,  this  realization  of  the  modern  condition  that  makes  Monsignor  
*XDUGLQL¶VZRUNVRYLWDO´  $QGLQKHUODVWUHYLHZRI*XDUGLQL¶VZRUNFreedom,  
Grace  and  Destiny    VKHSUDLVHVKLPIRUQRWLQJKRZWKHVH³WKUHHLQWHUUHODWHG
FRQFHSWV«LQPRGHUQWKRXJKWKDYHEHHQGLVWRUWHGGLVFDUGHGRUGLOXWHGLQDIDVKLRQWKDW
VXJJHVWV6DWDQLFLQIOXHQFH´DQGVKHFRQFOXGHVKHUUHYLHZE\TXRWLQJGLUHFWO\Irom  
*XDUGLQLRQWKHDOLHQDWLRQRIWKH&KULVWLDQLQWKHPRGHUQZRUOG³µWKHEHOLHYHUQRORQJHU
stands  with  his  faith  amid  the  concrete,  actual  world,  and  he  no  longer  rediscovers  that  
world  by  his  faitK¶´    ,QDOORIWKHVHUHYLHZV2¶&RQQRUFRPPHQGV*Xardini  for  
engaging  with  the  current  cultural  moment,  not  from  some  predetermined  religious  
vantage-point,  as  so  many  of  the  Catholic  voices  of  her  age  were  wont  to  do,  but  from  a  
more  open  and  inquisitive  position.  
*XDUGLQL¶VZRUNDUJXHVIRUDQXQGHUVWDQGing  of  Christianity  that  acknowledges  its  
marginalized  position  in  the  modern  consciousness,  and  he  writes  forcefully,  and  
repeatedly,  that  the  Christian  in  the  modern  world  needs  to  acknowledge  the  actual  
presence  of  evil  in  the  world.  But  Guardini  also  writes  about  how  the  individual  in  the  
modern  world  can  come  to  know  and  accept  God,  and  what  he  claims  is  that  faith  must  
supersede  intellect;;  reason  leads  us  astray,  but  free  surrender  to  the  divine  will  and  
obedience  to  God  is  what  leads  to  understanding.  There  are  a  number  of  places  in  The  
Lord  ZKHUH*XDUGLQLVD\VWKDWLQRUGHUWRFRPHWRNQRZ-HVXV³<RXPXVWOHWJR
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renounce  all  hope  of  self-illumination,  fling  the  measuring  rod  of  reason  and  experience  
to  the  winds  and  venture  the  call:  Lord,  come  ±  send  me  your  Spirit  that  I  may  be  
UHFUHDWHG´RUDJDLQ³7REHFRPHD&KULVWLDQPHDQVWRJRWR&KULVWon  the  strength  of  his  
word  alone,  to  trust  solely  in  his  testimony.  Blind  acceptance  of  what  remains  unclear,  
unreasonable  is  part  of  this  step  and  belongVHVVHQWLDOO\WRWKHµIRROLVKQHVV¶RIWKH
FURVVLQJRYHU´ HPSKDVLVLQRULJLQDO   
,WLVWKLVSDWWHUQWKDWRQHILQGVUHSHDWHGO\LQ2¶&RQQRU¶VILFWLRQ13  Her  characters  
do  not  reason  their  way  to  faith.  The  experience  of  God  is  not  an  intellectual  exercise  for  
them.  5DWKHUWKH\OLYHLQDZRUOGZKHUH*RG¶VSUHVHQce  becomes  a  palpable  reality.  This  
is  the  world  Guardini  repeatedly  invokes  in  The  Lord.  For  the  Christian,  he  writes:    
The  end  of  the  world  and  Judgment  are  not  to  be  regarded  as  myths  of  a  distant  
IXWXUHEXWDVSRVVLELOLWLHVRI*RG¶VZUDWKWKDWNHHSDVWULGHRIRXURZQOLYHV:H
do  not  inhabit  a  safe,  biological,  historical  and  spiritual  unit  that  goes  its  
invulnerable  way  under  the  canopy  of  a  harmless  religious  mystery  called  God,  
EXW«ERWKZHDVLQGLYLGXDOVDQGWKHZRUOGDVDZKROHOLYHXQGHUWKHHYHU-present  
possibility  of  judgment.  Only  when  the  protection  that  direct  reality  seems  to  give  
my  obtuse  senses  has  been  partly  withdrawn  and  the  threat  of  God  has  become  a  
personal  reality,  am  I  a  believer  in  the  full  Biblical  meaning  of  the  word.  (336)    
  
Guardini  advocates  personal  surrender  to  a  reality  beyond  reason,  which  entails  a  vision  
RIWKHSRZHUDQGWKUHDWRI*RG¶V  judgment  ±  DYHU\2¶&onnor-esque  vision  of  reality.  
%RWK*XDUGLQLDQG2¶&RQQRUEHOLHYHWKDWWKHPRGHUQZRUOGFDQRQO\EHUHGHHPHG
through  an  encounter  with  Christ,  but  they  acknowledge  that  not  everyone  is  willing  or  
able  to  accept  the  cost  of  this  encounter.  $VERWK*XDUGLQL¶VZULWLQJDQG2¶&RQQRU¶V
fiction  make  clear,  this  type  of  encounter  can  be  terrifying.  But  for  both  writers,  this  two-
                                                                                                  
13

  It  is  an  aWWLWXGHDOVRSUHVHQWLQKHUOHWWHUVDOEHLWLQDPRUHQXDQFHGZD\³,EHOLHYHZKDWWKH&KXUFK
WHDFKHV«,ILQGLWUHDVRQDEOHWREHOLHYHHYHQWKRXJKWKHVHEHOLHIVDUHEH\RQGUHDVRQ´ Works  1166).    
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fold  process  of  encounter  and  surrender  is  the  only  way  beyond  the  existential  dread  of  
the  modern  condition  towards  true  insight.  Guardini  ends  The  Lord  E\ZULWLQJ³7KHOLIH
RIIDLWKGHPDQGVDUHYROXWLRQLQRXUVHQVHRIUHDOLW\«DFRPSOHWHFRQYHUVLRQQRWRQO\RI
the  will  and  the  deed,  but  also  of  the  mind.  One  must  cease  to  judge  the  Lord  from  the  
worldly  point  of  view  and  learn  to  accept  his  own  measure  of  the  genuine  and  the  
SRVVLEOH´    7KLVLVDVVXFFLQFWDQDFFRXQWRI2¶&RQQRU¶VILFWLRQDOSUoject  as  we  are  
going  to  find.  7KLVUHYROXWLRQLQWKHVHQVHRIUHDOLW\LVZKDW2¶&RQQRUVHHNVWRDFKLHYHLQ
her  fiction,  both  in  her  characters  and  to  us  as  we  read  her  work  ±  that  we  might  come  to  
see  old  things  in  a  new  and  radical  light.      
(QFRXQWHULQJWKH2WKHU2¶&RQQRUDQGWKH6RFLDO'\QDPLFVRIWKH3RVW-War  South  
  
  
$OWKRXJKWKHYLROHQFHLQ2¶&RQQRU¶VILFWLRQLQYDULDEOy  points  her  characters  and  
her  readers  towards  a  metaphysical  reality,  the  violence  itself  always  originates  in  a  well-
GHILQHGVRFLDOVHWWLQJ:KLOH2¶&RQQRU¶VILFWLRQLVDVVKHFRQWHQGVDERXWWKHVWDWHRI
humanity  in  a  fallen  world,  it  also  contains  an  important  social  dimension  as  well,  and  to  
separate  the  religious  significance  from  the  social  one  is  a  mistake.  While  her  characters  
do  often  take  on  near-mythic  significance,  they  are  also  the  product  of  a  clearly  defined  
time  and  place:  the  Post-World  War  II  American  South.  2¶&RQQRULVDILHUFHO\
FRQWHPSRUDU\ZULWHUDQGWKH³IUHDNV´WKDWVKHZULWHVDERXWDUHSURGXFWVRIDQGGLUHFWO\
reflect,  the  changing  social  dynamics  of  the  time  period  in  which  she  was  writing.  
2¶&RQQRU¶VVWRULHVDUHEXLOWDURXQGD  pattern  of  violence,  disorientation  and  reorientation;;  
the  violence  is  most  often  brought  about  by  the  collision  of  worlds,  and  these  worlds  
collide  because  that  was  what  was  happening  in  the  time  and  place  she  was  writing,  as  
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the  American  South  was  becoming  more  acculturated  into  mainstream  American  cultural  
life.  It  is  significant  that  the  central  conflict  of  her  fiction,  that  which  brings  about  the  
opening  for  grace  and  transformation,  is  a  collision  of  worlds  because  her  fiction,  in  a  
very  real  sense,  also  initiates  just  such  a  collision  of  differing  worldviews,  as  her  religious  
vision  comes  into  conflict  with  her  imagined  UHDGHUV¶VHFXODURQH  
  

,QKHUOHWWHUVDQGHVVD\V2¶&RQQRUFRQVWDQWO\FRPHVEDFNWRWKHLGHDRI

grounding  good  fiction  in  the  real,  EHFDXVH³WRP\PLQGLWLVWKHRQO\WKLQJWKDWFDQFDXVH
the  pHUVRQDOLW\WRFKDQJH´ Habit  503).  6KHZULWHVWKDWDQRYHOLVWPXVW³EHDGHVFULEHURI
WKHUHDO´DQGKLVRUKHUILFWLRQPXVWJRWKURXJKVXUIDFHVWRWKHP\VWHU\WKDWOLHV
underneath  (Mystery  40-42).14  Anything  that  skips  the  grit  of  everyday  life,  and  resorts  to  
VHUPRQL]LQJRUPRUDOL]LQJLV³VHQWLPHQWDO´DQGODFNVDUWLVWLFPHULW Mystery  148).  In  
order  to  save  her  work  from  this  abstracted  sentimentalization,  she  built  her  stories  upon  
specific  social  contexts.  In  her  fiction,  we  repeatedly  see  representatives  of  the  old  
southern  order  coming  into  conflict  with  people  who  challenge  the  presuppositions  of  this  
order.15  These  conflicts  result  in  violence,  and  the  possibility  for  transformation,  but  they  
only  come  about  because  of  the  changes  that  were  taking  place  in  the  post-war  South.  
After  the  Second  World  War,  the  South  faced  increasing  pressure  to  conform  to  the  rest  
of  the  nation.  :KLOH³HFRQRPLFVRFLDODQGFXOWXUDOSHFXOLDULWLHV´KDGWUDGLWLonally  
divided  the  South  from  the  rest  of  the  nation  (Grantham  4),  the  tensions  of  the  Cold  War  
                                                                                                  
14

  7KLVLVDQLGHDZKLFK2¶&RQQRUERUURZHGIURP:LOOLDP/\QFK¶s  Christ  and  Apollo.  For  more  on  Lynch,  
see  Chapter  OQHIRU/\QFK¶VLQIOXHQFHRQ2¶&RQQRUVHH³&KDSWHU7KUHH7KH&KULVWLF,PDJLQDWLRQ´LQ
.LOFRXUVH¶V)ODQQHU\2¶&RQQRU¶V5HOLJLRXV,PDJLQDWLRQDQG³&KDSWHU2QH7KH0HWDSK\VLFDO
)RXQGDWLRQVRI2¶&RQQRU¶V$UW´LQ'HVPRQG¶VRisen  Sons.  
  
15
  For  more  on  the  collision  between  competing  worldviews,  see  Bacon.     
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required  the  United  States  to  be  unified  and  the  perceived  backward  nature  of  the  South  
³FRXOGQRORQJHUEHWROHUDWHG´ &REE After  World  War  II,  the  traditional  insularity  of  
WKH6RXWKJDYHZD\WR³HFRQRPLFGHYHORSPHQWDQGGLYHUVLILFDWLRQLQGXVWULDOL]DWLRQDQG
urbanization,  [a]  dynamic  middle  class,  and  rising  income  and  consumer-oriented  life-
VW\OH´ *UDQWKDP   Historian  Pete  Daniel  describes  the  same  process  in  different  
WHUPV³WKHFRQVHQVXV´DPRQJ6RXWKHUQHUVRIWKHGRPLQDQWFODVV³WKDWKDGWUHDWHGWKH
Civil  War  as  a  lamentable  but  heroic  interlude,  had  cast  reconstruction  as  a  diabolical  
federal  intrusion,  had  portrayed  African  Americans  as  inferior,  and  had  conflated  the  Lost  
Cause,  segregation,  and  religion  began  to  IUDFWXUHLQWKHV´  2¶&RQQRU¶V
fiction  illustrates  both  this  fracturing  and  its  repercussions.    
2¶&RQQRU¶VZRUNRIWHQEULQJVWRJHWKHUILJXUHVWKDWUHSUHVHQWWKHinsularity  of  an  
older  Southern  mindset  with  figures  who  had  existed  outside,  or  on  the  margins  of,  the  
dominant  class  that  gave  rise  to  this  worldview.  Many  of  her  heroines  are  Southern  white  
women  of  property  who  are  fixated  on  notions  of  class,  propriety,  and  dignity,  and  who  
are  distrustful  of  outside  influences,  especially  those  of  foreign  (primarily  European  or  
Catholic)  origin.  These  women  encounter  figures  that  force  them  to  question  their  long-
held  prejudices  and  beliefs,  and  the  result  of  these  encounters  is  often  violent,  leading  to  
the  destruction  of  people  and  property.  But  these  encounters  also  create  a  space  wherein  
the  representatives  of  the  older  order  can  change  their  beliefs,  leading  to  the  possibility  of  
PHDQLQJIXOSURJUHVV)RU2¶&RQQRUWKLVSURJUHVV  is  simultaneously  social  and  spiritual,  
although  she  surely  felt  that  the  spiritual  aspect  was  the  more  significant  dimension  of  
these  violent  encounters.  
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-RHO:LOOLDPVRQGHVFULEHVWKHVRXWKHUQZKLWHHOLWHFODVVDVEHLQJ³DKDSS\SHRSOH

because  they  felWWKH\NQHZZKRWKH\ZHUHZKHUHWKH\ZHUHDQGZK\WKH\ZHUHWKHUH´
 &OHDUO\PDQ\RI2¶&RQQRU¶VKHURLQHVILWWKLVPROGDQRQ-exhaustive  list  of  such  
ZRPHQLQFOXGHVWKHJUDQGPRWKHULQ³$*RRG0DQLV+DUGWR)LQG´6DOO\3RNHU6DVKLQ
³$/DWH(QFRXQWHUZLWKWKH(QHP\´0UV&RSHLQ³$&LUFOHLQWKH)LUH´0UV0F,QW\UH
LQ³7KH'LVSODFHG3HUVRQ´0UV0D\LQ³*UHHQOHDI´5XE\7XUSLQLQ³5HYHODWLRQ´DQG
-XOLDQ¶VPRWKHULQ³(YHU\WKLQJWKDW5LVHV0XVW&RQYHUJH´7KHVHZRPHQDUHEOLQGHGE\
their  unthinkiQJFRPSODFHQF\DQGZKDW2¶&RQQRUGRHVLQKHUILFWLRQLVXQGHUPLQHWKHVH
ZRPHQ¶VVHQVHRIVXUHW\7KHYLROHQWHQFRXQWHUVDUHVWUXFWXUHGVXFKWKDWWKH\IRUFHWKHVH
³KDSS\SHRSOH´WRUHHYDOXDWHZKHWKHUWKH\DFWXDOO\GRNQRZZKRWKH\DUHDQGZK\WKH\
are  wherHWKH\DUH)RU2¶&RQQRUDQ\VXFKFODULW\DERXWRQH¶VXOWLPDWHSODFHDQG
meaning  in  the  world  that  is  not  grounded  in  the  Christian  faith  (and  by  this  I  do  not  mean  
merely  belonging  to  a  cKXUFKFRPPXQLW\EXWUDWKHURULHQWLQJRQH¶VHQWLUHOLIHDURXQGWKH
P\VWHU\RI*RG¶VVDOYLILFSODQ LVPLVJXLGHG2¶&RQQRUXVHVWKHVRFLDOFRQWH[WRIWKH
time  ±  the  dissolution  of  formerly  reified  boundaries  between  classes  and  races  ±  in  order  
to  challenge  these  women  into  reevaluating  their  understanding  of  the  world  and  their  
place  in  it.  The  changing  nature  of  the  post-war  South  gave  rise  to  an  increase  in  these  
VRUWVRIFXOWXUDOFROOLVLRQV$FFRUGLQJWR'DQLHO³WKHHQGRIWKH>VHFRQGZRUOG@ZDU
FDXJKWPLOOLRQVRIVRXWKHUQHUVµDPRQJVWUDQJHUV¶´KHGHVFULEHVWKLVWLPHperiod  as  one  of  
³GLVRULHQWDWLRQ´  2¶&RQQRUXVHVWKHVHGLVRULHQWLQJHQFRXQWHUVWRLQLWLDWHboth  social  
and  spiritual  transformation.  Her  fiction  indicates  that  the  process  of  post-war  
modernization  might  lead  to  homogenization,  but  it  might  also  provide  the  type  of  
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disorienting  shock  that  the  complacent  need  in  order  to  reevaluate  their  own  worn-out  
ideologies.  
2¶&RQQRU¶VVHOI-satisfied  heroines  all  undergo  some  sort  of  confrontation  with  a  
figure  or  force  that  we,  drawing  on  (GZDUG6DLG¶Vunderstanding  of  the  term,  might  
GHVFULEHDV³WKH2WKHU´The  grandmother  encounters  an  escaped  prisoner,  Mrs.  Cope  
GHDOVZLWKWKUHH³ZKLWHWUDVK´ER\V0UV0F,QW\UHKRVWVDIRUHLJQUHIXJHH0UV0D\
wrestles  with  her  upwardly  mobile  neighbors,  Ruby  Turpin  encounters  a  northern-
HGXFDWHGOLEHUDODQG-XOLDQ¶VPRWKHUFRQIURQWVDQRQ-submissive  black  woman.  One  
SDUW\WRWKHVHHQFRXQWHUVLVDOZD\VDZRPDQZKROLNH-XOLDQ¶VPRWKHULVFRQILGHQW
enRXJKWRVD\³,NQRZZKR,DP´ Works  487).  $FFRUGLQJWR&REE³FXOWXUHVW\Sically  
WDNHWKHLUVKDSHIURPWKHFXOWXUHEHLQJUHMHFWHG´  ZHVHHWKLVUHpeatedly  in  
2¶&RQQRU¶VILFWLRQ  ,Q³(YHU\WKLQJWKDW5LVHV0XVW&RQYHUJH´-XOLDQ¶VPRWKHULV
supremely  confident  in  her  own  identity  because  she  defines  it  in  opposition  to  those  not  
RIKHUUDFHDQGOLQHDJHLQ³5HYHODWLRQ´0UV7XUSLQ¶VHQWLUHXQGHUVWDQGLQJRIWKHZRUOG
is  predicated  upon  the  belief  that  she  and  Claud  are  better  than  certain  people  because  of  
their  material  possessions.    
2¶&RQQRUUHSHDWHGO\PDNHVKHUKHURLQHVIDce  the  excluded  Other  against  whom  
they  define  themselves,  and  this  encounter  is  often  violent.  By  being  forced  to  interact  
with  actual  people  instead  of  the  idea  of  a  type  of  people,  her  class-conscious  heroines  
lose  their  sense  of  difference,  which  forms  the  backbone  of  their  notion  of  identity.    
While  these  encounters  are  the  result  of  the  particular  social  context  of  the  post-war  
6RXWK2¶&RQQRULVSULPDULO\LQWHUHVWHGLQWKHPIRUWKHLUPHWDSK\VLFDOUDWKHUWKDQVRFLDO
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outcomes.  The  material  conditions  of  the  time  provide  the  context  for  these  life-altering  
encounters,  but  what  2¶&RQQRU¶Vis  intent  on  dramatizing  in  her  fiction  is  how  these  
encounters  lead  to  a  reorientation  of  an  indiviGXDO¶VKRUL]RQRIVLJQLILFDQFH  These  
encounters  do  have  a  social  significance,  and  they  are  emblematic  of  the  radical  social  
changes  taking  place  in  the  South;;  it  is  a  mistake  to  ignore  this  dimension  in  her  fiction.  
But  it  would  be  a  graver  mistake  to  believe  that  this  dimension  is  the  sum  total  of  
2¶&RQQRU¶VILFWLRQDOproject.  The  violence  might  have  its  origin  in  the  social  realm,  but  it  
finds  its  ultimate  outcome  in  the  transcendent  horizon.  
³$*RRG0DQLV+DUGWR)LQG´7KH7HPSODWHRI9LROHQFH  
The  paradigmatic  example  of  this  process  of  encounter  with  the  Other,  violence,  
GLVRULHQWDWLRQDQGILQDOO\UHRULHQWDWLRQLV³$*RRG0DQLV+DUGWR)LQG´2QHILQGVDOO  
of  WKHWUDGHPDUN2¶&RQQRUPRPHQWVLQWKLVVWRU\GDUNKXPRUYLROHQFHJUDFH
transformation,  vision,  and  the  possibility  for  change.  On  one  level,  it  is  a  story  of  
VHHPLQJO\VHQVHOHVVYLROHQFHEXWDVLQPRVWRI2¶&RQQRU¶VZRUNWKHYLROHQFHGRHVKDYH
an  underlying  sense:  in  this  case  it  plays  a  key  role  in  the  transformation  of  the  
JUDQGPRWKHUDQGSRVVLEO\WKH0LVILWDVZHOO/LNHDOORI2¶&RQQRU¶Vbest  works,  though,  
this  story  defies  such  simple  interpretation.  Among  other  things,  it  is  also  about  the  
changing  nature  of  the  South,  the  violence  of  the  modern  world,  the  mistaken  beliefs  of  
the  older  generation  and  the  callousness  of  the  younger  one.      
Two  things  define  the  grandmother  throughout  the  first  part  of  the  story:  her  
desire  to  get  her  own  way,  which  is  aligned  with  her  commitment  to  a  false  past,  and  her  
preoccupation  with  dignity  and  class,  which  is  tied  to  her  xenophobic  outlook.  She  tries  
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to  manipulate  her  son  Bailey  into  going  to  Tennessee  instead  of  Florida  because  she  
ZDQWVWRYLVLW³VRPHRIKHUFRQQHFWLRQV´ Works  137).  2¶&RQQRUGRHVQ¶WVD\ZK\%DLOH\
wants  to  go  to  Florida,  but  Dewey  Grantham  describes  Florida  as  a  symbol  of  
³PRGHUQL]DWLRQDQGSURJUHVV´IRUWKH6RXWKLQWKHILUVWKDOIRIWKHtwentieth  century  
 7KHJUDQGPRWKHU¶VUHOXFWDQFHWRJRWKHUHVKRZVKHUUHVLVWDQFHWRWKHLGHDRI
embracing  the  modern  world,  and  her  insistence  on  visiting  family  aligns  her  with  
traditional  southern  values.      
Her  obsession  with  her  own  past  is  best  exemplified  in  the  plantation  house  that  
VKHUHPHPEHUVIURPKHU\RXWK/LNHWKHFKDUDFWHURI*HQHUDO6DVKLQ³$/DWH(QFRXQWHU
ZLWKWKH(QHP\´WKLVKRXVHLVUHSUHVHQWDWLYHRIDURPDQWLFL]HGDQGILFWionalized  past.    
The  house  did  exist,  but  in  order  to  make  it  sound  more  appealing,  especially  to  the  
younger  generation,  the  grandmother  mythologizes  it.  She  manipulates  the  past,  inventing  
DVWRU\DERXWLWKDYLQJ³DVHFUHWSDQHO´ILOOHGZLWKWUHDVXUHLQ  order  to  make  it  sound  
more  attractive  (Works  143).  Her  commitment  to  this  fictive  past  is  what  leads  to  the  
IDPLO\¶VDFFLGHQWDQG  their  subsequent  destruction.  2¶&RQQRULVVLJQDOLQJWKDWWKLVVRUWRI
manipulation  of  the  past  is  both  futile  and  dangerous.    
7KHWLWOHRIWKHVWRU\DOVRUHODWHVWRWKHJUDQGPRWKHU¶VEHOLHILQDQ  idealized,  
romanticized  past.  7KHSKUDVH³DJRRGPDQLVKDUGWRILQG´HQWHUVWKHVWRU\GXULQJWKH
GLVFXVVLRQDW5HG6DPP\¶VUHVWDXUDQWDERXWWKHGHWHULRUDWLRQRIVRFLHW\:LWKLQDIHZ  
OLQHVRIHDFKRWKHUZHKHDU³SHRSOHDUHFHUWDLQO\QRWQLFHOLNHWKH\XVHGWREH´DQG³D
JRRGPDQLVKDUGWRILQG«HYHU\WKLQJLVJHWWLQJWHUULEOH´ 142).  The  characters  are  
sharing  and  reinforcing  a  remembered  past  that  is,  of  course,  an  idealization  of  reality.    
  

72  
  
2¶&RQQRUXQGHUFXWVWKHP\WKRIWKHJROGHQSDVWLQWKHQH[WSDUDJUDSKE\ZULWLQJDERXWD
PRQNH\LQDWUHH³FDWFKLQJIOHDVRQKLPVHOIDQGELWLQJHDFKRQHFDUHIXOO\EHWZHHQKLV
WHHWKDVLILWZHUHDGHOLFDF\´ 142).  The  incongruous  presence  of  a  monkey  at  a  roadside  
UHVWDXUDQWLQWKH'HHS6RXWKFDOOVWRPLQGWKH6FRSHV³PRQNH\WULDO´ZKLFKFHQWHUHGRQ
WKHWHDFKLQJRIHYROXWLRQDQGKDVEHHQGHVFULEHGDV³WKHHYHQWWKDWPRVWIRUFHIXOO\
dramatized  the  struggle  between  Southern  provincialism  and  the  modern,  secular  
ZRUOG«WKHHYHQWWKDWFDXVHG6RXWKHUQHUVWRIDFHVTXDUHO\WKHPDWWHURIWKH6RXWKDQG
their  RZQSODFHLQLW´ +REVRQ :LWKLQDIHZOLQHV2¶&RQQRUVXEWO\MX[WDSRVHVWZR
notions  of  the  history  of  humanity:  on  the  one  hand  there  is  the  idealized  good  man  of  the  
past  and  on  the  other  is  the  reality  that  we  have  evolved  from  our  apelike  ancestors.    The  
³JRRGPDQ´LVQRPRUHUHDOWKDQWKHSODQWDWLRQRIWKHJUDQGPRWKHU¶VGD\GUHDPDVVKH
will  soon  learn.      
The  ³VWUXJJOHEHWZHHQ6RXWKHUQSURYLQFLDOLVPDQGWKHPRGHUQVHFXODUZRUOG´LV
physically  embodied  in  the  encounter  between  the  Misfit  and  the  grandmother,  but  it  is  
also  present  in  the  conflict  between  the  grandmother  and  her  grandchildren.  During  the  
car  trip  the  children  read  comic  books  while  their  grandmother  attempts  to  point  out  the  
natural  beauty  of  their  home  state.  John  Wesley  has  no  interest  in  the  past  or  even  the  
present  uniqueness  of  the  South,  being  moved  only  by  Coke  and  comics.  He  defames  the  
6RXWK³7HQQHVVHHLVMXVWDKLOOELOO\GXPSLQJJURXQG«DQG*HRUJLDLVDORXV\VWDWHWRR´
(Works  139).  When  the  grandmother  makes  a  condescending  comment  about  a  poor  
black  child  on  the  roadside  the  children  barely  acknowledge  him;;  immediately  after  he  is  
PHQWLRQHG³WKHFKLOGUHQH[FKDQJHGFRPLFERRNV´ 139).  The  obsessions  that  define  their  
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JUDQGPRWKHU¶VZRUOGSULGHLQWKH6RXWKREMHFWLILFDWLRQRIEODFNSHRSOHDQGFODVV
considerations,  have  no  sway  over  the  younger  generation.  They  are  only  interested  in  the  
JUDQGPRWKHU¶VSODQWDWLRQEHFDXVHRIWKe  promise  of  riches.          
            

7KHJUDQGPRWKHU¶VRWKHUGHILQLQJFKDUDFWHULVWLFKHUFRQFHUQZLWKFODVVLVHYLGHQW

in  the  way  she  dresses  for  their  car  trip.  6KHKDVRQRQHRIKHUILQHVWRXWILWVVRWKDW³LQ
case  of  an  accident,  anyone  seeing  her  dead  on  the  highway  would  know  at  once  she  was  
DODG\´ 138).  She  is  more  concerned  with  how  she  will  appear  when  dead  than  she  is  
with  the  actual  question  of  death.  Because  this  is  an  2¶&RQQRUVWRU\WKHUHLVDQDFFLGHQW
and  a  moment  of  judgment  on  the  grandmother,  but  not  one  based  on  her  appearance.  In  
the  final  judgment,  it  is  not  her  proper  clothes  but  her  indecorous  smile  that  is  the  mark  of  
KHUVDOYDWLRQ2¶&RQQRUVHWVXSWKLVGLFKRWRP\EHWZHHQDSSHDUDQFHVDQGUHDOLW\LQRUGHU
to  emphasize  the  emptiness  of  the  JUDQGPRWKHU¶VZRUOGYLHZ+HUQRWLRQVRIFODVVFUHDWH
boundaries  that  separate  and  isolate  her.  As  they  drive  past  the  poor  black  child  she  
FRPPHQWV³ORRNDWWKDWFXWHOLWWOHSLFNDQLQQ\´DQGDOWKRXJKVKHLVDZDUH³OLWWOHQLJJHUV
LQWKHFRXQWU\GRQ¶WKDYHWKLQJVOLNHZHGR´VKHIHHOVQRHPSDWK\KHURQO\WKRXJKWLVWR
paint  a  picture  of  the  child  (139).  It  takes  a  physical  encounter  with  the  excluded  other  for  
the  grandmother  to  transcend  the  false  ideologies  that  isolate  her.      
            

The  most  significant  example  of  her  obsession  with  class  comes  after  the  

accident,  when  she  encounters  the  Misfit.  The  accident  has  shaken  up  the  family,  and  for  
the  first  time  we  see  a  crack  in  the  granGPRWKHU¶VIDoDGHRISURSULHW\Her  driving  hat  is  
no  longer  crisp  and  propHULWQRZKDVD³EURNHQIURQWEULPVWDQGLQJXSDWDMDXQW\DQJOH´
(145).  (When  Bailey  is  taken  into  the  woods  to  be  killed  the  hat  brim  comes  completely  
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RII 7KHJUDQGPRWKHU¶VYLROHQWHQFRXQWHUZLWKWKH0LVILWIRUFHVKHUWRGLVFDUGWKH
constructed  version  of  reality  that  she  prefers;;  it  is  one  of  many  instances  where  violence  
LVWKHSULPDU\DJHQWLQ³UHWXUQLQJ>D@FKDUDFWHUWRUHDOLW\´  (Mystery  112).  The  destruction  
RIWKHJUDQGPRWKHU¶VKDWV\PEROL]HVWKHEUHDNGRZQRIKHURXWZDUGEDUULHUVEXWLWLVWKH
dialogue  with  the  Misfit  that  reveals  her  inner  transformation.  
$VVRRQDVWKH0LVILW¶VKHDUVH-like  car  tops  the  hill  we  know  that  death  has  come  
upon  the  family;;  the  only  question  is  how  they  will  face  it.  The  grandmother  initially  tries  
to  protect  herself  WKURXJKLGHDVRIFODVV³<RXZRXOGQ¶WVKRRWDODG\ZRXOG\RX"´DQG
DJDLQ³,NQRZ\RX¶UHDJRRGPDQ<RXGRQ¶WORRNDELWOLNH\RXKDYHFRPPRQEORRG´
(Works  147).  In  her  mistaken  worldview  the  concept  of  class  rights  will  protect  her.  She  
cannot  die  because  she  is  a  lady;;  the  Misfit  cannot  kill  them  because  he  is  not  common.16    
%XWDVQRWHGHDUOLHUWKH³JRRGPDQ´VKHUHIHUVWRLVDP\WKDQGSHRSOH¶VEHKDYLRULVnot  
dictated  by  their  lineage.  7KH0LVILWVWDWHVWKDWKHFDPHIURPWKH³ILQHVWSHRSOHLQWhe  
ZRUOG´EXWWKLVGRHVQRWFKDQJHWKHIDFWWKDWKHLVDPXUGHUHU 147).  The  encounter  with  
the  Misfit  forces  the  grandmother  to  see  that  who  people  truly  are  is  not  dependent  on  
what  kind  of  people  they  came  from.  
7KURXJKKHUGLDORJXH2¶&RQQRUVXFFHHGVLn  making  both  the  Misfit  and  the  
JUDQGPRWKHUEHOLHYDEOHDVDFWXDOSHRSOHDQGQRWMXVWDUFKHW\SHVEXWERWKFKDUDFWHUV¶ODFN
of  proper  names  reveals  their  larger-than-life  status.  7KHJUDQGPRWKHUOLNH-XOLDQ¶V
PRWKHULQ³(YHU\WKLQJWKDW5LVHV0XVW&RQYHUJH´GHULYHVKHULGHQWLW\VROely  in  relation  
                                                                                                  
16

  The  grandmother  surely  does  consider  the  barechested  Misfit  to  be  ³FRPPRQ´DQGKHUattempt  to  elevate  
his  class  status  is  merely  an  act  of  self-serving  flattery.  This  absurd  attempt  reveals  the  depth  of  her  
commitment  to  a  class  based  view  of  society;;  she  is  initially  unable  to  recognize,  even  at  this  crucial  
juncture,  the  emptiness  of  this  worldview.    
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to  her  family.  Without  her  family  connections  it  seems  she  would  cease  to  be.  The  Misfit,  
on  the  other  hand,  derives  his  identity  from  his  position  as  a  marginal  figure  in  society.  
When  he  describes  his  life  experiences,  it  reads  like  a  laundry  list  of  things  completely  
IRUHLJQWRVRPHRQHOLNHWKHJUDQGPRWKHUKHKDVEHHQ³LQWKHDUP  VHUYLFH«EHHQDQ
XQGHUWDNHUEHHQZLWKWKHUDLOURDGV´DQGKHKDVEHHQLQSULVRQ ,  sic).  He  has  also  
been  abroad,  and  she  blames  foUHLJQLQIOXHQFHIRUWKHGHWHULRUDWLRQRIVRFLHW\³LQKHU
RSLQLRQ(XURSHZDVHQWLUHO\WREODPHIRUWKHZD\WKLQJVZHUHQRZ´ 142).  This  is  one  of  
the  few  moments  in  the  story  that  directly  references  World  War  II  and  its  after-effects.  
The  Misfit  picks  up  this  strain  of  thought,  since  he  has  been  abroad  and  is  a  veteran.  One  
FDQLQIHUWKDWKLVH[SHULHQFHVLQWKH³DUPVHUYLFHERWKODQGDQGVHD´FRQWULEXWHGWRKLV
present  condition  in  life.  The  Misfit  is  a  living  example  of  the  effect  of  the  War  and  its  
repercussions  on  WKH6RXWKHUQRUGHU2¶&RQQRUEULQJVWKHVHWZRSHRSOHWRJHWKHUWRVKRZ
what  happens  when  these  two  worlds  collide.    
    

Initially,  the  grandmother  cannot  identify  the  Misfit³7KHJUDQGPRWKHUKDGWKH

peculiar  feeling  that  the  bespectacled  man  was  someone  she  knew.  His  face  was  as  
IDPLOLDUWRKHUDVLIVKHKDGNQRZQKLPDOOKHUOLIHEXWVKHFRXOGQRWUHFDOOZKRKHZDV´
(146).  Once  she  does  recognize  him,  she  tries  to  contain  him  by  referring  to  his  good  
blood.  Her  attempts  to  classify,  and  thus  dismiss,  him  prevent  her  from  really  seeing  him  
at  all.  It  is  only  when  she  identifies  him  as  another  suffering  person,  confused  and  in  need  
of  love,  that  she  recognizes  him  not  as  the  Misfit,  a  man  without  a  place  in  society,  but  as  
³RQHRIP\RZQFKLOGUHQ´(152).  By  naming  him  as  one  of  her  children,  the  grandmother  
finally  recognizes  her  connection  to  the  Misfit.  The  woman  who  wanted  to  travel  to  
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Tennessee  to  visit  her  relations,  and  to  avoid  meeting  the  Misfit,  realizes  that  he  is  in  fact  
also  her  kinsman.  She  is  able  to  break  through  her  isolationist,  exclusionary  belief  system  
in  order  to  embrace  someone  that  she  has  formerly  marginalized.  In  the  moment  when  
KHU³KHDGFOHDUHGIRUDQLQVWDQW´VKHintuits,  perhaps  not  fully  consciously,  her  own  role  
in  the  creation  of  someone  like  the  Misfit.  The  class-based  prejudices  that  she  has  
subscribed  to  and  perpetuated  throughout  her  life  result  in  the  marginalization  of  certain  
PHPEHUVRIVRFLHW\7KLVPDUJLQDOL]DWLRQDQGH[FOXVLRQLQWKH0LVILW¶VFDVHWDNHWKH
physical  form  of  imprisonment,  which  is  one  way  the  dominant  class  seeks  to  control  
subversive  elements.17  The  Misfit  is  a  societal  outcast  because  people  who  have  the  same  
world-view  as  the  grandmother  have  made  him  so,  and  imprisoned  him  as  a  way  of  
attempting  to  control  him.18    
The  Misfit,  the  prisoner  who  has  escaped  his  imprisonment,  embodies  the  
inability  of  society  to  contain  its  subversive  elements.  He  is  representative  of  a  segment  
of  society  that  was  more  or  less  created  by  the  exclusionary  practices  of  the  white  elite,  
and  has  now  turned  violent.  In  this  story,  we  see  that  the  patriarchal  system,  built  on  the  
violence  and  oppression  of  slavery,  contributes  to  the  production  of  violent  figures  like  
the  Misfit,  who  in  turn  contribute  to  the  further  disruption  of  order  in  the  modern  world.    
%\QDPLQJKLP³RQHRIP\EDELHV´WKHJUDQGPRWKHUUHFRJQL]HVWKDWKHURZQDFWLRQV
have  had  an  influence  upon  him,  albeit  an  indirect  one,  and  that  she  has  in  some  way  
                                                                                                  
17

  6HH)RXFDXOW¶VDiscipline  and  Punish:  The  Birth  of  the  Prison,  272-77.  

  

18

  It  is  of  note  that  the  crime  he  is  convicted  of  is  patricide;;  society  locks  him  away  for  killing  his  father,  or  
destroying  his  lineage.  In  this  he  personifies  the  fears  of  the  reactionary  south:  he  goes  beyond  
disrespecting  his  family  to  actually  killing  the  patriarch.  The  Misfit  maintains  his  innocence,  but  regardless  
of  whether  or  not  he  killed  his  father  his  imprisonment  has  turned  him  into  the  sort  of  person  that  society  
fears:  a  violent  force  that  disrupts  the  stability  of  the  social  order.      
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contributed  to  his  exclusion  from  society.  The  man  imprisoned  for  killing  his  family  is  
adopted  into  a  new  one.  This  moment  of  recognition  and  acceptance  cannot  undo  the  
violence  set  in  motion  by  a  long  system  of  oppression,  but  it  does,  perhaps,  provide  a  
view  of  how  the  systemic  violence  can  change.    
            

7KHJUDQGPRWKHU¶VUHFRJQLWLRQRIWKHDXWKHQWLFLGHQWLW\RIWKH0LVILWQRWVLPSO\

as  a  killer  or  as  a  societal  outcast  but  as  one  who  needs  to  be  loved,  marks  her  final  
transformation  from  the  self-interested  woman  who  wants  only  to  get  her  own  way,  the  
woman  worried  about  what  people  will  think  of  how  she  looks  when  she  is  dead,  to  the  
kind  of  person  capable  of  leaving  her  old  prejudices  behind.  It  is  only  when  she  is  faced  
with  the  reality  of  the  world  that  exists  outside  of  her  sphere  of  experience  that  she  is  able  
WRFKDQJHDQGLQ2¶&RQQRU¶VYLVLRQWKLVHQFRXQWHULVQHFHVVDULO\YLROHQW,ILWZHUHQRW
for  the  extreme  violence,  the  shock  of  the  moment,  the  grandmother  would  not  have  spent  
any  time  considering  her  prejudices.  After  the  violence  forces  her  to  rethink  what  she  
believes,  and  why  she  believes  it,  she  is  able  to  identify  with  the  Other;;  this  identification  
moves  her  beyond  the  constraints  of  her  stale  ideology.    
  

We  can  see  the  grandmother  leave  her  prejudices  behind,  but  the  religious  

VLJQLILFDQFHRIWKLVPRYHPHQWLVOHVVFOHDU:KDWKDSSHQVLQWKHJUDQGPRWKHU¶VVRXOWR
bring  about  her  transformation?  While  I  have  thus  far  been  performing  a  primarily  social  
reading  of  the  work,  there  is  a  clear,  overt  Christian  dimension  to  the  story  as  well;;  the  
WZRDUHLQVHSDUDEOH$OWKRXJK2¶&RQQRUIDPRXVO\DGYLVHGKHUUHDGHUVWR³EHRQWKH
ORRNRXWIRUVXFKWKLQJVDVWKHDFWLRQRIJUDFHLQWKH*UDQGPRWKHU¶VVRXODQGQRWIRUWKH
GHDGERGLHV´ Mystery  113),  one  does  not  need  to  turn  to  such  extra-textual  commentary  
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LQRUGHUWRVHHWKDWWKHUHLVDPHWDSK\VLFDOGLPHQVLRQWRWKHWH[W2¶&RQQRUKDVWKH0LVILW  
introduce  this  aspect  himself.  In  a  story  filled  with  abrupt  and  jarring  shifts  in  tone  and  
SORWWKH0LVILW¶VPHWDSK\VLFDODQGH[LVWHQWLDOPXVLQJV  still  stand  out  as  particularly  out  
of  place.  The  grandmother,  in  the  midst  of  the  slaughter  of  the  rest  of  her  family,  cries,  
³µ-HVXV-HVXV¶«DVLIVKHPLJKWEHFXUVLQJ´  WRZKLFKWKH0LVILWUHSOLHV³µ<HV¶P«-HVXV
WKRZQHYHU\WKLQJRIIEDODQFH´ Works  151,  sic).  After  more  gunshots  in  the  woods,  the  
Misfit  once  again  SLFNVXSWKLVWUDLQRIWKRXJKW³µ,I+HGLGZKDW+HVDLGWKHQLW¶V
nothing  for  you  to  do  but  thow  DZD\HYHU\WKLQJDQGIROORZKLPDQGLI+HGLGQ¶WWKHQ
LW¶VQRWKLQJIRU\RXWRGREXWHQMR\the  few  minutes  you  got  left  the  best  way  you  can  ±  
by  killing  somebody  or  burning  down  his  house  or  doing  some  other  meanness  to  him.  
1RSOHDVXUHEXWPHDQQHVV´ VLF ,WLVRQO\ZKHQWKH0LVILWUHYHDOVKRZLQFUHGLEO\
lost  he  is,  not  only  socially  but  spiULWXDOO\DVZHOOWKDWWKHJUDQGPRWKHU¶V³KHDGFOHDU>V@
for  an  instanW´DQGVKHUHDFKHVRXWWRKLP7KHJUDQGPRWKHU¶VWRXFKLVDPDQLIHVWDWLRQRI
a  maternal  love,  and  while  we  cannot  know  with  any  certainty  what  has  changed  inside  of  
her  to  lead  to  this  acWLRQWKHFRQWH[WRIWKHPRPHQWZLWKLWVGLVFXVVLRQRI-HVXV¶V
presence,  leads  us  toward  interpretations  that  include  some  aspect  of  the  Christian  
mysteries.  2¶&RQQRUSURYLGHVWKHUHDGHUZLWKHQRXJKLQIRUPDWLRQWRLQGXFHWKRXJKWIXO
reflection,  but  not  enough  to  provide  total  closure  or  surety.  
7KHJUDQGPRWKHU¶VPRPHQWRIUHFRJQLWLRQLVDFRQYHUVLRQPRPHQWDQGLWQRW
only  redeems  the  grandmother,  it  also  leads  to  the  potential  change  in  the  Misfit  as  well.    
Two  moments  mark  his  possible  transformation.  The  first  moment  is  immediately  after  
he  shoots  the  grandmother  when  he  removes  his  glasses  to  clean  the  blood  off  of  them.    
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,QDVWRU\ZKHUHWKHJUDQGPRWKHU¶VFRQYHUVLRQZDVSUHGLFDWHGRQKHUDELOLW\WRVHHWKLQJV
as  they  actually  are,  his  move  to  clean  his  glasses  is  a  symbol  for  his  taking  on  new  eyes  
to  see  the  world.  :LWKRXWKLVJODVVHVKLVH\HVDSSHDU³GHIHQVHOHVV-ORRNLQJ´KHKDVOHW
down  his  guard  and  is  receptive  to  a  new  outlook  on  life  (153).  This  new  outlook  is  
encapsulated  in  the  last  line,  when  KHWHOOVKLVDFFRPSOLFH³,W¶VQRUHDOSOHDVXUHLQOLIH´
(153).  If  one  pairs  this  line  with  what  he  said  to  the  grandmother  about  there  being  two  
choices  in  life,  following  Christ  completely  or  else  living  a  violent  life  because  life  offers  
³QRSOHDVXUHEXWPHDQQHVV´WKHQZHVHHa  transformation  taking  place.  By  rejecting  all  
pleasures,  he  rejects  the  pleasure  of  meanness/  violence  as  well;;  it  is  possible  that  he  will  
WKHQWXUQWRWKHRWKHUFKRLFHKHRIIHUHGDQGZLOOWKHQ³WKRZDZD\HYHU\WKLQJDQGIROORZ  
>&KULVW@´19  This  line  signals  the  possibility  for  personal  and  even  social  change.  The  
violence  of  the  modern  world  may  be  tempered  by  an  encounter  with  Southern  values,  
once  they  have  been  cleansed  of  their  prejudices;;  and  the  violent  nature  of  the  individual  
might  be  redirected  toward  the  good,  if  met  with  love  rather  than  disdain.    
2¶&RQQRU¶V$HVWKHWLF V :  Witness  and  Prophecy  
2¶&RQQRUXVHVWKHVRFLDOG\QDPLFVRIWKHWLPHDQGSODFHLQZKLFKVKHOLYHGDVWKH
concrete  foundation  for  her  metaphysical  vision  of  the  need  for  individuals  to  get  beyond  
the  aspects  of  their  personalities  that  keep  them  separated  from  God  and  from  each  other,  
but,  at  the  same  time,  she  also  wants  to  use  these  fictions  as  a  spur  to  push  her  audience  
beyond  these  same  boundaries.  In  order  to  achieve  these  goals,  she  crafts  fictions  that  are,  
                                                                                                  
19

  7KLVUHDGLQJRIWKHHQGLQJLVLQOLQHZLWKWKHLQWHUSUHWDWLRQWKDW2¶&RQQRURIIHUHGIRUZKDWZLOO  
HYHQWXDOO\KDSSHQWRWKH0LVILW³WKHROGODG\ VJHVWXUHOLNHWKHPXVWDUG-seed,  will  grow  to  be  a  great  crow-
filled  tree  in  the  0LVILWV¶  heart,  and  will  be  enough  of  a  pain  to  him  there  to  turn  him  into  the  prophet  he  
ZDVPHDQWWREHFRPH´ Mystery  113).  
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rhetorically  speaking,  intricately  structured.  John  Sykes  provides  a  helpful  framework  for  
XQGHUVWDQGLQJ2¶&RQQRU¶VUKHWRULFDOVWUDWHJLHVZKHQKHZULWHVWKDWKHU³VWRULHVW\SLFDOO\
build  to  a  climactic  image  ±  usually  that  of  a  suffering  human  body  ±  to  which  the  rest  of  
the  story  points  as  a  kind  of  prophetic  finger.  The  effect  of  this  symbol,  or  tableau,  is  to  
LQVSLUHFRQWHPSODWLRQQRWFRQYHUVDWLRQ´  +HGHVFULEHVWKHUHYHODWLRQVLQKHUVtories,  
LQ%DNKWLQ¶VWHUPLQRORJ\DV³PRQRORJLF´  ,WKLQNWKDW6\NHV¶VDQDO\VLVLV  largely  
correct,  but  incomplete.  There  are  a  number  of  stories  that  do  indeed  present  a  totalizing  
worldview  that  tends  to  OLPLWWKHUHDGHU¶VDELOLW\WRHQWHUimaginatively  into  conversation  
with  the  work;;  typically,  though,  these  are  the  stories  where  the  climactic  image  is  not  the  
end  point.  In  a  number  of  her  stories,  and  in  the  novel  The  Violent  Bear  It  Away,  
2¶&RQQRUGRHVQRWVLPSO\SURYLGHWKHUHDGHUZLWKDVKRFNLQJ  image  or  tableau  that  the  
reader  is  left  to  contemplate,  but  rather  she  adds  some  explanation,  or  visionary  moment,  
that  proceeds  from  the  tableau.  Frederick  Asals  notes  this  divide  in  her  aesthetics,  writing  
WKDW2¶&RQQRU¶VHDUO\ILFWLRQIRFXVHGRQWKHPRYHPHQW³WREXWQHYHUEH\RQGGHDWK´
ZKLFKFRUUHVSRQGVWR6\NHV¶VVKRFNLQJWDEOHDXV ZKHUHDVKHUODWHUPRUHPDWXUHILFWLRQ
³H[SDQGHGKHUHVFKDWRORJLFDOKRUL]RQV´WRUHYHDO³ILQDOYLVLRQVWKDWPRYHXVWRZDUGVWKH
GLPHQVLRQEH\RQGGHDWK´ -15).    
I  aJUHHWKDW2¶&RQQRU¶VILFWLRQWHQGVWRconclude  in  either  of  these  two  ways,20  
but  I  am  not  convinced  that  the  stories  that  culminate  in  visions  of  transcendence  are  
                                                                                                  
20

  ,DPQRWFRQYLQFHGWKRXJKWKDWWKHGLIIHUHQFHVFDQEHDWWULEXWHGSXUHO\WRFKURQRORJ\³7KH$UWLILFLDO
1LJJHU´IRULQVWDQFHZKLFKLVRQHRI2¶&RQQRU¶VHDUOLHUVWRULHVFXOPLQDWHVLQDQH[SDQVLYHGHVFULSWLRQRI
³WKHDFWLRQRIPHUF\´LQ0U+HDG¶VKHDGDQGKHDUWWKDWLVDVGHVFULSWLYHDVDQ\WKLQJ2¶&RQQRUHYHUZURWH
DERXWWKHHVFKDWRORJLFDOKRUL]RQ³+HXQGHUVWRRGWKDWLW>PHUF\@  grew  out  of  agony,  which  is  not  denied  to  
any  man  and  which  is  given  in  strange  ways  to  children.  He  understood  it  was  all  a  man  could  carry  into  
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necessarily  superior.  Rather,  I  find  these  stories  to  be  the  ones  that  tend  to  be  more  easily  
dismissed  by  readers  disinclined  to  accept  her  theological  vision.  Because  these  stories  
contain  a  more  complete  and  fully  manifested  Christian  worldview,  there  is  less  room  for  
readers  who  are  reluctant  to  accept  this  vision  to  enter  into  dialogue  with  the  worldview  
presented  in  the  stories.  At  the  same  time,  I  find  that  much  of  her  early  fiction  does  point  
the  reader  toward  the  dimension  beyond  death,  or  even  just  beyond  the  purely  immanent  
horizon  of  existence;;  these  stories  also  resist  the  urge  to  explain  what  this  dimension  fully  
looks  like.  It  is  this  ambiguity  and  mystery  which  inspires  contemplation.  In  her  later  
ZRUN2¶&RQQRUoften  provides  the  reader  with  a  fully  developed  picture  of  this  
transcendent  horizon,  and  thus  many  of  her  later  works  include  moments  of  what  Asals  
FDOOV³YLVLRQDU\DZDUHQHVV´LQZKLFKWKHVSLULWXDOUHDOPEHFRPHVIXOO\PDQLIHVWZLWKLQ
the  stories  themselves  (213).  I  think  of  this  divide  in  her  style  as  being  between  stories  
that  are  built  around  moments  of  witness  (in  the  Christian  sense)  and  stories  that  function  
as  prophecy.  In  the  former  stories,  the  presence  of  divine  action  is  implied,  but  not  
explained;;  in  the  latter  ones,  the  divine  presence  is  revealed.  Hazel  Motes  is  the  ultimate  
witness,  since  his  actions  and  not  his  words  compel  us  to  pay  attention;;  his  radical  
example  requires  some  sort  of  imaginative  response  on  behalf  of  those  who  encounter  
it.21  Francis  Marion  Tarwater,  the  boy  who  is  raised  to  be  a  prophet,  embodies  the  
SURSKHWLFTXDOLW\RI2¶&RQQRU¶VZRUNZH,  as  readers,  know  exactly  what  happens  to  
                                                                                                                                                                                                                                                                                                  
GHDWKWRJLYHKLV0DNHUDQGKHVXGGHQO\EXUQHGZLWKVKDPHWKDWKHKDGVROLWWOHRILWWRWDNHZLWKKLP«+H
saw  that  no  sin  was  too  monstrous  for  him  to  claim  as  his  own,  and  since  God  loved  in  proportion  as  He  
IRUJDYHKHIHOWUHDG\DWWKDWLQVWDQWWRHQWHU3DUDGLVH´ Works  230-31).    
  
21
  7KHJUDQGPRWKHU¶VJHVWXUHWRZDUGVWKH0LVILWILWVWKLVFDWHJRU\DVGRRWKHUIXndamentally  enigmatic  
VWRULHVVXFKDV³*RRG&RXQWU\3HRSOH´DQG³*UHHQOHDI´  
  

  

82  
  
KLPDQGZK\KHGRHVZKDWKHGRHVEHFDXVH2¶&RQQRUH[SODLQVLWWRXV7KHSXUSRVHRI
prophecy  is  to  convey  a  clear  message  about  God,  and  the  prophet  cannot  be  concerned  
with  whether  the  audience  is  receptive  to  the  message,  he  or  she  is  only  focused  on  
getting  the  message  right.22    
While  some  readers  and  critics  prefer  what  I  am  calling  her  prophetic  stories  
because  they  contain  a  more  fully  developed  Christian  revelation,  I  find  the  more  
DPELJXRXV³ZLWQHVV´VWRUies  to  be  more  compelling  because  they  force  the  reader  to  
SURYLGHWKLVDVSHFWRQKLVRUKHURZQ,Q5LFRXHU¶VWHUPVWKHWZRVW\OHVLQYROYHUDGLFDOO\
different  processes  of  configuration  and  refiguration.  In  order  to  make  sense  of  Wise  
Blood,  for  instance,  the  reader  needs  to  spend  time  in  reflection,  trying  to  supply  a  level  
of  transcendent  meaning  that  is  hinted  at,  but  not  fully  explained,  in  the  text  itself.  The  
reader  is  forced  to  do  more  imaginative,  creative  work,  to  supply  the  missing  element  on  
his  or  her  own.  ,Q2¶&RQQRU¶VSURSKHWLFVWRULHVWKRXJKWKLVHOHPHQWLVDOUHDG\WKHUHDQG
WKHUHDGHUQHHGRQO\DFFHSWRUDVLVRIWHQWKHFDVHUHMHFWLW,I2¶&RQQRUWUXO\GHVLUHVWR
bring  her  readers  to  see  as  she  does,  she  is  more  successful  when  she  relies  on  them  to  
imaginatively  inhabit  her  stories  and  to  become  co-creators.  
Although  this  divide  in  2¶&RQQRU¶V  approaches  to  portraying  divine  mystery  
could  be  presented  through  an  analysis  of  many  of  her  stories  (for  instance  in  the  contrast  
EHWZHHQ³$*RRG0DQLV+DUGWR)LQG´DQG³5HYHODWLRQ´ZKLFKLVWKHPRVWYLVLRQDU\
RUSURSKHWLFRI2¶&RQQRU¶VVKRUWVWRULHV ,FKRRVHWRIRFXVRQWKHZD\LWLVmanifested  in  
her  two  novels.  In  many  ways  Wise  Blood  and  The  Violent  Bear  it  Away  are  very  similar  
                                                                                                  
22
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stories:  young  men  from  heavily  Christian  backgrounds  take  drastic  steps  to  break  away  
from  their  faith  traditions,  they  struggle  with  an  unbelieving  and  uncaring  world,  murder  
people,  suffer  violence,  and  then  ultimately  end  up  being  reconverted  to  a  particularly  
EOHDNYHUVLRQRI&KULVWLDQIDLWK%XW2¶&RQQRU¶VGHSLFWLRQRIWKHVHWZRFKDUDFWHUVDQG
WKHDHVWKHWLFVWUDWHJ\VKHXVHVWRVKDSHWKHUHDGHU¶VRSLQLRQDERXWWKHPYDU\LQ
significant  ways.  The  Violent  Bear  It  Away  is  clearly  structured  around  a  series  of  
RSSRVLQJYRLFHVZKLFKDUHFRPSHWLQJIRU)UDQFLV0DULRQ7DUZDWHU¶VVRXODQGLQWKHHQG
there  is  no  doubt  about  which  of  these  discourses  Francis  needs  to  embrace.  Wise  Blood,  
though,  lacks  the  same  range  of  alternating  worldviews,  and  provides  no  such  clarity.  
+D]HO0RWHVJLYHVDORXGDQGVWULGHQWZLWQHVVWRQLKLOLVPWRWKHLGHDWKDW³WKHUHDUHDOO
NLQGVRIWUXWK\RXUWUXWKDQGVRPHERG\HOVH¶VEXWEHKLQGDOORIWKHPWKHUH¶VRQO\RQH
WUXWKDQGWKDWLVWKDWWKHUH¶VQRWUXWK«:KHUH\RXFRPHIURPLVJRQH  where  you  thought  
you  were  going  to  never  was  there,  and  where  you  are  is  no  good  unless  you  can  get  
DZD\IURPLW´ Works  93),  and  the  novel  does  not  give  voice  to  any  coherent  counter  
argument.  The  only  alternative  understanding  of  existence  is  representHGWKURXJK+D]HO¶V
penitential  practices,  which  are  offered  without  insight  or  commentary.  I  contend  that  this  
lack  of  explicit  dialogue  between  competing  worldviews  actually  draws  the  reader  more  
deeply  into  the  novel  because  it  raises  a  myriad  of  questions  that  the  reader  must  reflect  
RQDQG2¶&RQQRUGRHVQRWSURYLGHDQ\JXLGDQFHWRZDUGDGHILQLWLYHDQVZHU,QVWHDGVKH
uses  the  structure  of  the  novel,  particular  the  shift  in  point  of  view  at  the  end,  in  order  to  
IUXVWUDWHWKHUHDGHUV¶H[SHFWDWLRQVWKHUeby  circumventing  the  easy  dismissal  of  her  
Catholic  vision.  
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Wise  Blood:  Violence  as  Witness  
Wise  Blood  is  an  exceedingly  violent  novel,  but  while  the  violence  is  not  limited  
to  the  sphere  of  events  that  surround  Hazel  Motes,  my  focus  is,  initially,  on  the  violence  
WKDWLQLWLDWHV0RWHV¶VFRQYHUVLRQDQGWKHYLROHQFHRIKLVVHOI-mortification,  and  then  on  
the  effect  this  violence  has  not  just  on  Hazel,  but  on  those  who  try  to  make  sense  of  it,  
VSHFLILFDOO\KLVODQGODG\0UV)ORRG,FRQWHQGWKDWLWLV0UV)ORRGWKDW2¶&RQQRUDVNVXV
to  identify  with,  and  it  is  her  transformation  that  is  most  significant  in  terms  of  
2¶&RQQRU¶VDHVWKHWLFVWUDWHJ\WRZDUGVWKHUHDGHU  
The  pattern  of  transformation  found  in  Wise  Blood  LVVLPLODUWRWKHRQHLQ³$
*RRG0DQLV+DUGWR)LQG´H[FHSWWKDWWKHPDLQFKDUDFWHU+D]HORFFXSLHVWKHUROHRI
the  Misfit  rather  than  the  grandmother  (which  is  fitting  since  Hazel  is  far  more  like  the  
crazed  and  violent  Misfit  than  the  somewhat  benighted  grandmother).  Like  the  Misfit,  
Hazel  is  a  man  without  a  family  or  a  permanent  home;;  he  is  also  a  veteran  who  has  
suffered  violence  and  lost  his  faith  because  of  his  difficult  experiences  in  the  world.23  The  
Misfit  was  torn  between  a  self-centered,  nihilistic  worldview  and  a  radical  embrace  of  
&KULVWLDQLW\+D]HO¶VQRYHO-long  struggle  is  between  what  he  wants  to  believe  ±  that  
nothing  matters  ±  and  whDWKLVQDWXUHKLVµZLVHEORRG¶OHDGVKLPWREHOLHYH±  that  
Christianity  is  real,  and  that  nothing  else  truly  matters.  And,  like  the  Misfit,  Hazel  
murders  a  relatively  innocent  individual,  only  to  hear  an  act  of  penance  at  the  moment  of  
WKHYLFWLP¶VGHDWK.  Although  we  get  no  definitive  insight  into  the  state  of  Solace  
                                                                                                  
23

  For  more  on  the  influence  of  the  war  on  Hazel,  and  the  overall  structure  of  the  novel,  see  Stacey  
3HHEOHV¶V³+H¶V+XQWLQJ6RPHWKLQJ+D]HO0RWHVDV([-6ROGLHU´    
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/D\ILHOG¶VVRXOKLVGHDWKEHGFRQIHVVLRQLQGLFDWHVWKDWKHLVDWWHPSWLQJWRDWRQHIRUKLV
sinful  past,  and  prepare  himself  for  the  afterlife;;  perhaps  he,  too,  would  have  been  a  good  
SHUVRQ³LILWKDGEHHQVRPHERG\WKHUHWRVKRRW>KLP@HYHU\PLQXWHRI>KLV@OLIH´  
2IFRXUVHWKHUHDUHVLJQLILFDQWGLIIHUHQFHVEHWZHHQ+D]HO¶VGHILQLWLYH
WUDQVIRUPDWLRQDQGWKH0LVILW¶VSRVVLEOHRQH,IWKH0LVILWGRHVFRPHWRHPEUDFH
Christianity,  this  conversion  would  take  place  because  he  was  ultimately  receptive  to  the  
JUDQGPRWKHU¶VDFWRIUHDFKLQJRXWDQGSRVLWLRQLQJKLPDVSDUWRIKHURZQIDPLO\+D]HO
FDOORXVO\UHIXVHVWRKHDU6RODFH¶VFRQIHVVLRQDQGLVVHHPLQJO\XQDIIHFWHGE\KLVRZQ
murderous  actions.  He  is  not  shocked  out  of  his  nihilistic  worldview  by  his  own  violent  
actions.24  He,  like  the  grandmother,  needs  to  suffer  an  assault  from  an  outside  force  in  
order  to  recognize  that  he  needs  to  relinquish  his  sense  of  total  autonomy.  The  
JUDQGPRWKHU¶VPRPHQWRf  transformation  is  initiated  by  the  destruction  of  her  family  car;;  
+D]HO¶VFRQYHUVLRQLVDOVRGLUHFWO\OLQNHGWRWKHORVVRIKLVDXWRPRELOH7KURXJKRXWKHU
FDUHHU2¶&RQQRUXVHVWKHDXWRPRELOHDVDV\PEROIRUWKHSDUWLFXODUO\$PHULFDQVHQVHRI
self-satisfied  autonomy,  the  unlimited  freedom  to  go  wherever,  and  do  whatever,  one  
wants.25,26  Nowhere  is  this  more  evident  than  in  Wise  BloodZKHUH+D]HO¶VFDULVWKH
dominant  operative  symbol  of  the  novel.  

                                                                                                  
24

  By  murdering  Solace,  Hazel  destroys  his  inauthentic  double,  a  man  who  has  mirrored  his  every  act  
without  believing  that  these  actions  have  any  inherent  meaning,  yet  the  removal  of  this  inauthentic  
UHSUHVHQWDWLRQRI+D]HO¶VZRUOGYLHZGRHVQRWFODULI\+D]HO¶VRZQLGHQWLW\RUVHQVHRIVHOI6RODFHLQRWKHU
ZRUGVLVQRW+D]HO¶V2WKHUEXWUDWKHUMXVWDPDQLIHVWDWLRQRIKLPVHOIWKDWKHFDQQRWRYHUFRPHWKURXJK
external  violence.  This  is  why  Hazel  ultimately  needs  to  direct  his  violence  inwards,  against  the  
inauthenticity  inside  of  himself.  
  
25
  6HH%ULDQ5DJHQ¶VA  Wreck  on  the  Road  to  Damascus  (1989)  for  an  insightful  analysis  of  the  importance  
RI+D]HO¶VDXWRPRELOHVSHFLILFDOO\LWVFRQQHFWLRQWR(PHUVRQLDQLGHDORIIUHHGRP  VHHDOVR0DUN
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+D]HO¶VFRPPLWPHQWWRDQGEHOLHILQWKHSRZHURIKLVFDUis  in  keeping  with  his  
obsessive  nature.  Although  he  does  not  consciously  invest  the  car  with  a  transcendent  
significance,  it  serves  as  a  replacement  for  his  former  reliance  on  God.  As  he  tells  the  
IDOVHSUHDFKHU$VD+DZNV³1RERG\ZLWKDJRRGFDUQHHGVWR  EHMXVWLILHG´ Works  64).  
%XW+D]HO¶VFDULVQRWDJRRGRQH DQGLQ2¶&RQQRU¶VXQLYHUVHWKHUHLVQRVXFKWKLQJDVD
good  car);;  from  the  moment  he  buys  it  is  a  broken  wreck  that  is  barely  holding  together.    
This  does  not  matter  to  Hazel,  because  he  believes  it  will  get  him  where  he  wants  to  go.  
2¶&RQQRULVVXUHWRSRLQWRXWWKHSULFHRIWKLVIUHHGRPWKRXJKZKHQ+D]HOLVKDJJOLQJ
RYHUWKHSULFHRIWKHFDUKHDVNV³+RZPXFKLVLW"´WRZKLFKWKHER\UHSOLHV³-HVXVRQ
WKHFURVV«&KULVWQDLOHG´  %\WKH  end  of  the  novel,  Hazel  comes  to  realize  the  full  
meaning  of  this  price.  $OWKRXJK+D]HOEHOLHYHVWKDWKLVFDULV³DSODFHWREHWKDW>KH@FDQ
DOZD\VJHWDZD\LQ´  KHFDQQRWXOWLPDWHO\JRDQ\ZKHUHEHFDXVHDVKHFRPHVWR
OHDUQ³WKHUHZDVQRWDQRWKHUFLW\´IRUKLPWRHVFDSHWR  +HLVXWWHUO\UHOLDQWRQKLV
automobile,  to  literally  support  him  during  his  preaching,  to  deliver  him  from  his  enemies  
(he  uses  his  car  to  murder  Solace),  and  to  finally  save  him  in  his  hour  of  need,  so  when  
his  car  is  destroyed,  Hazel  is  left  with  nothing.    
:KLOH+D]HO¶VPXUGHURIKLVGRXEOHZDVKLVV\PEROLFDVVDXOWRQWKHLQDXWKHQWLFLW\
that  he  perceives  in  himself  and  his  world,  the  destruction  of  his  car  is  an  external  assault  
RQ+D]HO¶VIDLWK  in  his  own  unlimited  freedom.  Once  his  car  is  destroyed,  he  realizes  that  
                                                                                                                                                                                                                                                                                                  
6FKLHEH¶V³&DU7URXEOH+D]HO0RWHVDQGWKH)LIWLHV&RXQWHUFXOWXUH´IRUDPRUHGLVFXUVLYHGLVFXVVLRQRI
WKHUROHRIWKHDXWRPRELOHLQ2¶&RQQRU¶VILFWLRQ  
  
26
  (YHQWKH0LVILWEULQJVXSWKHDXWRPRELOHZKHQGLVFXVVLQJKLVFULPLQDODFWLRQV³,IRXQGRXWWKHFULPH
GRQ¶WPDWWHU<Ru  can  do  one  thing  or  you  can  do  another,  kill  a  man  or  take  a  tire  off  his  car,  because  
VRRQHURUODWHU\RX¶UHJRLQJWRIRUJHWZKDWLWZDV\RXGRQHDQGMXVWEHSXQLVKHGIRULW´ Works  150).  
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it  could  not  take  him  where  he  needed  to  go.  It  leaves  him  in  a  moment  of  true  existential  
GUHDGZKHUHKHQHHGVWRIDFHWKHUHDOLW\RIZKDWKHKDVEHHQSUHDFKLQJDOODORQJ³:KHUH
is  there  a  place  for  you  tREH"1RSODFH´ 93).  There  is  no  other  place  for  him  to  flee,  and  
KHLVWRWDOO\DORQH+HVLWVRQWKHFOLIIVWDULQJDWWKHZUHFNDJHRIKLVFDUDQGWKH³VKHHU
washed-RXWUHGFOD\´DQG³SDUWO\EXUQWSDVWXUHZKHUHWKHUHZDVRQHVFUXEFRZO\LQJQHDU
a  puddle.  Over  in  the  middle  distance  there  was  a  one-room  shack  with  a  buzzard  
standing  hunch-VKRXOGHUHGRQWKHURRI´  7KLVGHVRODWHVFHQHLVµ2¶&RQQRU-ODQG¶
the  harsh  infertile  landscape  in  which  her  characters  enact  their  brutal  dramas.  Hazel  
takes  in  this  sight,  and  tells  the  policeman,  who  has  offered  to  give  him  a  ride,  that  he  is  
not  going  anywhere.  Hazel,  at  this  moment,  does  not  seem  to  be  contemplating  the  
greatness  of  God  or  the  depths  of  His  mercy;;  rather,  he  has  at  last  stopped  trying  to  
escape  the  reality  of  his  predicament  and  is  finally  contemplating  the  facts  of  his  
H[LVWHQFH$VKHWHOOV0UV)ORRG³7KHUH¶VQRRWKHUKRXVHQRUQRRWKHUFLW\´ 129).  Either  
he  is  alone  and  all  is  meaningless,  or  his  inner  compulsion,  which  has  been  telling  him  all  
along  that  he  does  need  to  be  redeemed,  is  correct.  Like  the  grandmother  when  she  was  
faced  with  her  death,  Hazel  has  been  brought  to  a  place  where  he  will  either  cling  to  his  
own  understanding  of  the  world,  or  he  will  surrender  it  and  be  transformed.  
It  appears  that  he  makes  the  latter  decision;;  he  ends  up  blinding  himself,  filling  
his  shoes  with  glass  and  wrapping  barbed  wire  around  his  chest,  penitential  acts  that  he  
SHUIRUPV³7RSD\´DOWKRXJKKHUHIXVHVWRRIIHUDQ\IXUWKHUH[SODQDWLRQRIZKDWKHis  
SD\LQJIRU  $QGLWLVWKLVUHIXVDORIH[SODQDWLRQWKDWPDNHV+D]HO¶VVWRU\VR
fascinating.  Because  of  the  structure  of  the  novel,  we  cannot  know  what  has  transpired  
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inside  of  Hazel  to  bring  about  his  conversion,  or  even  what  sort  of  belief  he  has  converted  
WR7KHQDUUDWRUGHQLHVXVDQ\LQVLJKWLQWR+D]HO¶VFRQVFLRXVQHVVEHFDXVHDIWHUWKH
moment  in  which  he  contemplates  the  wasteland  that  holds  the  wreckage  of  his  
automobile,  the  narrative  voice  is  no  longer  focalized  through  Hazel.  For  a  few  
paraJUDSKVDVLWGHWDLOV+D]HO¶VUHIXVDORIWKHSROLFHPDQ¶VULGHDQGKLVZDONEDFNLQWR
town  and  the  purchase  of  the  quicklime  that  he  will  use  to  blind  himself,  it  maintains  an  
objective  tone.  And  then,  as  Hazel  tells  Mrs.  Flood  that  he  plans  to  blind  himself,  the  
point  of  view  shifts  to  her  consciousness.  Everything  else  that  happens  to  Hazel  is  
PHGLDWHGWKURXJK0UV)ORRG¶VXQGHUVWDQGLQJRILW  
This  deliberate  shift  to  the  consciousness  of  a  marginal  figure,  just  as  the  main  
character  is  undergoing  the  conversion  moment  to  which  the  entire  novel  has  been  
building,  is  a  confounding  decision,  and,  in  some  ways,  an  infuriating  one.  It  is  also  
EULOOLDQWDQGLWPDNHV+D]HO¶VFRQYHUVLRQWKHPRVWDIIHFWLQJRQHLQWKH2¶&RQQRUFDQRQ
The  reader,  even  if  he  or  she  despises  Hazel  (as  most  do),  is  compelled  to  wonder  why  he  
has  done  what  he  has  done,  and  although  there  are  clues  in  the  fiction,  there  is  no  
definitive  answer.  The  ambiguity  embedded  in  the  text  itself  has  led  to  one  of  the  more  
animated  critical  debates  LQ2¶&RQQRUVWXGLHV-XVWDVKDUGO\DQ\RQHZULWHVDERXW
2¶&RQQRUZLWKRXWZULWLQJDERXWYLROHQFHIHZFULWLFVGLVFXVVWise  Blood  without  
RIIHULQJVRPHMXVWLILFDWLRQUDWLRQDOL]DWLRQRUH[SODQDWLRQIRU+D]HO¶VDFWLRQVHYHQLILWLV
a  negative  one,  and  the  interpretive  divide  is  not  necessarily  between  critics  who  are  
V\PSDWKHWLFWR2¶&RQQRU¶VDLPVDQGWKRVHZKRDUHUHVLVWDQWWRWKHP  

  

89  
  
$PRQJWKRVHFULWLFVZKRDQDO\]HWKH&KULVWLDQWKHPHVLQ2¶&RQQRU6XVDQ
Srigley  offers  the  most  eloquent,  and  extreme,  condHPQDWLRQRI+D]HO¶VDFWLRQV³+D]HO
0RWHV¶VYLROHQFHLVWKHRXWZDUGH[SUHVVLRQRIKLVUHMHFWLRQRI*RGKHNLOOVKLV
FRQVFLHQFHDQGEOLQGVKLPVHOIWRVSLULWXDOUHDOLW\´  6KHFRQWHQGVWKDW+D]HO¶V
conversion  lacks  any  real  spiritual  insight,  and  that  his  self-violence  isolates  him  and  
prevents  him  from  joining  into  the  community  that  is  a  requisite  aspect  of  true  
&KULVWLDQLW\³:LWKKLVZLOOIXOVHOI-blinding  at  the  end  of  the  story  Hazel  Motes  follows  
his  closed  vision  to  its  logical  conclusion,  and  while  he  thus  imitates  Asa  Hawks  in  order  
to  see  what  Hawks  claims  to  see,  Motes  does  so  without  any  spiritual  perception.  His  
ILQDOREVHUYDWLRQRIWKHVN\EHIRUHKHEOLQGVKLPVHOI«LVGLPPHGDQGEODQNVWLOO
VXJJHVWLQJDGHSWKXSRQGHSWK«KHLVXQDEOHWRVHH  EH\RQGKLVRZQVPDOOXQLYHUVH´
(65).  Debra  Cumberland,  in  one  of  the  most  recent  articles  on  Wise  Blood  (2011),  agrees,  
ZULWLQJWKDWVLQFH³WKHUHLVQRWDVLQJOHPRPHQWRIKXPDQFRQQHFWLRQJHQXLQHNLQGQHVV
RU«H[SUHVVLRQRIORYH´LQWKHQRYHO  Wise  Blood  can  only  qualify  as  a  Christian  novel  
³EHFDXVHLWSRUWUD\VD&KULVWLDQYLVLRQRIKHOO±  WKHSDWKWRLWWKHVWDWHRILW´    
)UHGHULFN$VDOVVWDNHVRXWDPLGGOHJURXQGRQ+D]HO¶VIDWHKHZULWHVWKDWWise  
Blood  UHYHDOVD³0DQLFKHDQ´YLVLRQRIOLIH  DQGGHVFULEHV+D]HO¶VXOWLPDWHIDWHDV³D
thoroughgoing  rejection  not  only  of  a  secularized  age  but  of  life  taken  in  through  the  
senses  at  all  ±  OLIHLQDZRUOGRIPDWWHU«%\WKHHQGRIWise  Blood  the  chasm  between  
inner  and  outer,  spirit  and  matter,  is  absurdly  anGWHUULI\LQJO\DEVROXWH´  John  Sykes  
counters  the  critique  of  the  novel  as  being  entirely  Manichean  by  claiming  that  once  
+D]HO³VHHVWKHHUURURIKLVZD\VLWLVQRWWRDFRUUHFWHGSUHDFKLQJWKDWKHJLYHKLPVHOI
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but  to  mortification  of  the  flesh.  The  implication  is  that  the  path  to  his  salvation  lies  in  
silent  action.  It  is  as  though  language  itself  has  failed  him,  or  at  least  that  it  has  taken  him  
DVIDUWRZDUG*RGDVLWLVDEOHWRJR´ -49).  John  Desmond  offers  a  similar  
interpreWDWLRQDQGGHIHQVHRI+D]HO¶VVHOI-PRUWLI\LQJDFWLRQVVWDWLQJWKDWDOWKRXJK³WKLV
chosen  purgation  might  be  seen  as  an  attempt  at  self-UHGHPSWLRQ«LWLVQRWOLNHWKHVHOI-
redemption  he  preaches  in  his  Church  Without  Christ,  since  he  punishes  his  body  now  in  
RUGHUWRZLWQHVVH[SOLFLWO\WRWKHLQWHJULW\RIKLVFRQVFLHQFH´ Risen  61).  Ralph  Wood,  
WRRGHIHQGV+D]HO¶VSHQLWHQWLDODFWVVWDWLQJWKH\³DUHQRWVHOI-justifying  sacrifices  meant  
WRHDUQ0RWHV¶VVDOYDWLRQWKH\DUHGHHGVRIUDGLFDOSHQDQFHRIIHUHGLn  gratitude  for  the  
VDOYDWLRQWKDWKDVDOUHDG\EHHQZRQIRUKLP´E\&KULVW¶VGHDWKDQGUHVXUUHFWLRQ  
6LQFHDOORIWKHVHFULWLFVDWWHPSWWRXQGHUVWDQG2¶&RQQRU¶VZRUNRQKHURZQWHUPVDQGWR
illuminate  her  explicitly  Christian  themes,  and  all  are  well  versed  in  the  Christian  faith,  
ZK\LVWKHUHVXFKZLGHGLVFUHSDQF\LQLQWHUSUHWDWLRQRYHUZKDW+D]HO0RWHV¶VILQDODFWV
represent?  
This  critical  discord  comes  about  EHFDXVH2¶&RQQRUUHIXVHVWRJLYHXVWKH
objective  evidence  we  would  need  to  make  a  definitive  claim.  In  many  of  2¶&RQQRU¶V
other  stories  we  know  the  eventual  fate  of  her  characters,  either  because  she  explicitly  
tells  it  to  us  or  she  provides  enough  details  to  lead  us  to  a  point  where  the  question  
becomes  either  a  simple  yes  or  no  ±  was  the  character  transformed  by  grace  (usually  
presented  via  a  moment  of  violence)  or  were  they  not?  But  in  Wise  Blood,  while  we  know  
that  Hazel  has  been  transformed  by  the  violence  he  experiences,  and  carries  out  (against  
Solace  and  against  himself),  it  is  unclear  if  this  transformation  is  a  healthy  one,  a  grace-
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filled  one.  It  certainly  does  not  look  like  we  would  expect  such  a  transformation  to  look;;  
+D]HO¶VYLROHQFHDJDLQVWKLVRZQERG\VHHPVFUD]HGDQGKLVKRVWLOLW\WRKLVODQGODG\
does  not  seem  like  the  behavior  of  a  grace-filled  man.  Hazel,  after  his  transformation,  
appears,  if  possible,  even  more  miserable  than  he  was  before,  and  he  dies  alone.  If  this  is  
grace,  it  is  unattractive  at  best.  And  yet,  the  form  of  the  novel  indicates  that  something  
transcendent  is  at  work  here.    
%\VKLIWLQJWKHQDUUDWLYHFRQVFLRXVQHVVWR0UV)ORRG2¶&RQQRUSUHHPSWVRXU
LQKHUHQWGLVPLVVDORI+D]HO¶VFRQYHUVLRQ2¶&RQQRUSURYLGHVXVZLWKDILJXUHZKRDVNV
the  questions,  and  voices  the  objections,  that  we  would  like  to  make.  And  since  Mrs.  
Flood  is  our  proxy,  her  fascination  with  Hazel,  and  what  his  radical  behavior  represents,  
becomes  our  fascination  as  well.  Mrs.  Flood,  like  the  grandmother  (and  really  all  of  
2¶&RQQRU¶VKHURLQHV LVWKHREMHFWRI2¶&RQQRU¶VLURQ\EXWVKHQHYHUWKHOess  offers  a  
VDQHDQGUDWLRQDOFULWLTXHRI+D]HO¶VDFWLRQV:KHQVKHILQGVKLPWKURZLQJKLVPRQH\LQ
the  trash,  she  is  incensed  that  he  is  wasting  what  could  profitably  be  XVHGWRKHOS³WKH
SRRUDQGQHHG\´ Works  124);;  when  she  sees  that  he  has  wrapped  himself  in  barbed  wire,  
VKHVD\V³ZKDWGR\RXGRWKHVHWKLQJVIRU",W¶VQRWQDWXUDO´DQGWKHQVKHFODULILHVWKDWLI
QRWKLQJHOVH³LW¶VQRWQRUPDO´ - 6KHJRHVRQWRFODLP³,W¶VOLNHRQHRIWKHPJRU\
VWRULHVLW¶VVRPHWKLQJWKDWSHRSOHKDYHTXLWGRLng  ±  like  boiling  in  oil  or  being  a  saint  or  
ZDOOLQJXSFDWV«7KHUH¶VQRUHDVRQIRULW´  :KLOHLWLVHDV\WRPDNHIXQRIWKLVOLVW
of  irrational  acts  (and  it  is  supposed  to  be  funny),  she  is  not  wrong;;  normal  people  do  not  
become  self-flagellating  saiQWV+D]HO¶VH[WUHPHDVFHWLFDOSUDFWLFHVDUHQRWQRUPDORU
rational,  but  to  offer  a  rational  explanation  for  them  is  to  miss  the  point.  While  they  do  
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VHUYHVRPHFUXFLDOIXQFWLRQLQ+D]HO¶VRZQOLIHDQGWKHUHDGHUZRQGHUVDORQJZLWK0UV
Flood,  just  what  this  function  is,  in  the  novel  itself  the  function  of  this  violence  is  to  
shock,  to  arrest,  Mrs.  Flood,  and  the  reader  along  with  her.  What  does  the  encounter  with  
+D]HO¶VVHOI-violence  do  to  this  normal,  rational,  generally  unreflective  woman,  this  
character  who  voices  our  own  concerns  about  the  presence  of  such  grotesque  violence?      
Every  time  Mrs.  Flood  learns  of  a  new  violent  act  that  Hazel  is  committing  
against  his  own  body,  she  becomes  more  disturbed,  but  also  more  interested.  She  spends  
her  time  contemplating  him;;  he  becomes  a  living  sacrament  ±  a  visible  sign  of  an  
invisible  reality.  He  is  a  concrete  representation  of  an  understanding  of  existence  that  has  
nothing  to  do  with  monetary  gain,  the  pursuit  of  pleasure  or  normalcy;;  and  his  witness  
changes  Mrs.  Flood.  But  if  it  were  not  for  the  violence  of  his  actions,  she  would  not  have  
paid  any  attention  to  him;;  with  each  fresh  act  of  mortification  she  discovers,  her  
IDVFLQDWLRQJURZV+LVGHFODUDWLRQWKDWKHLVEOLQGLQJKLPVHOIOHDGVKHUWRZRQGHU³:KDW
possible  reason  could  a  sane  person  have  for  wanting  to  not  enjoy  himself  any  more?  She  
FHUWDLQO\FRXOGQ¶WVD\´  $QGDOWKRXJKWKHFKDSWHUHQGVZLWKWKDWOLQHFDXVLQJWKH
TXHVWLRQWROLQJHULQWKHUHDGHU¶VPLQGWKHILQDOFKDSWHURIWKHQRYHOSLFNVXS  with  the  
H[DFWVDPHWKRXJKW³%XWVKHNHSWLWLQPLQGEHFDXVHDIWHUKHKDGGRQHLWKHFRQWLQXHGWR
OLYHLQKHUKRXVHDQGHYHU\GD\WKHVLJKWRIKLPSUHVHQWHGKHUZLWKWKHTXHVWLRQ´  
This  is  the  fundamental  question  that  Hazel  poses  to  Mrs.  Flood,  aQGWKDW2¶&RQQRU
poses  to  her  readers  ±  what  in  life  is  more  valuable  than  enjoyment,  and  does  this  thing,  
whatever  it  may  be,  require  suffering,  or  at  least  a  type  of  surrender?    
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7KLVGRXEOHPRYHPHQWRI+D]HO¶VYLROHQWDFWDQG0UV)ORRG¶VUHIOHFWLYH
queVWLRQLQJSURYLGHVDFUXFLDOLQWHUSUHWLYHPRGHOIRU2¶&RQQRU¶VZRUN7KHYLROHQFH
spurs  the  questions,  but  the  questions  are  the  things  that  truly  matter.  Reflection  needs  to  
follow  on  the  heels  of  violence,  if  true  transformation  is  to  take  place.  Hazel  is,  for  the  
PRVWSDUWXQZLOOLQJWRIXOO\HQJDJH0UV)ORRG¶VTXHVWLRQVZKLFKLVDSUREOHPIRUVRPH
readers,  since  it  reinforces  the  contention  that  Hazel  is  entirely  isolated  and  shut-off  from  
community,  which  is  a  necessary  part  of  the  Christian  faith.  But  I  agree  with  Hank  
(GPRQGVRQZKRFODLPVWKDW+D]HO¶VEUXVTXHUHVSRQVHVWR0UV)ORRGDUHDIRUPRI³WUXH
FKDULW\´  Uather  than  DWWHPSWLQJWR³PDNH0UV)ORRGIHHOEHWWHU«+D]HE\KLV
manner  and  disposition,  unsettles  his  landlady,  causing  her  to  question  the  premise  of  her  
life,  and  ultimately,  provoking  her  to  exaPLQHKHUHWHUQDOIXWXUH´  +D]HO¶VKDUVKDQG
often  dismissive  rHVSRQVHVWR0UV)ORRG¶VTXHVWLRQVOHDGKHUWRDVNPRUHSHQHWUDWLQJ
questions,  just  as  the  continuing  revelations  of  his  self-mortification  deepen  her  
IDVFLQDWLRQ$IWHUGLVFRYHULQJWKDWKHVSHQGVKLVGD\VZDONLQJLQVKRHV³OLQHGZLWKJUDYHO
and  broken  glaVVDQGSLHFHVRIVPDOOVWRQH´0UV)ORRG³EHJDQWRIDVWHQDOOKHUDWWHQWLRQ
RQKLPWRWKHQHJOHFWRIRWKHUWKLQJV´ Works  125-26).  She  asks  him  why  he  does  it,  but  
KLVUXGHUHSO\³0LQG\RXUEXVLQHVV«<RXFDQ¶WVHH´,  prompts  her  to  ask  a  more  
reflective  qXHVWLRQ³'R\RXWKLQN0U0RWHV«WKDWZKHQ\RX¶UHGHDG\RX¶UHEOLQG"´
 )RUDQRYHOIL[DWHGRQVLJKW0UV)ORRG¶VVXGGHQLQWHUHVWLQWKHDIWHUOLIHDQGWKH
possibility  for  vision  there,  is  an  indication  of  transformation  at  work.  Her  interest  only  
deepens  after  she  finds  out  about  the  barbed  wire;;  this  leads  to  her  questions  about  what  
LVQRUPDORUQDWXUDODQGKHUDVVHUWLRQWKDW+D]HORQO\DFWVDVKHGRHVEHFDXVHKHU³PXVW
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EHOLHYHLQ-HVXV´  $IWHUWKLVH[FKDQJH³:DWFKLQJKLVIDFHKDGEHFRPH  a  habit27  
with  her;;  she  wanted  to  penetrate  the  darkness  behind  it  and  see  for  herself  what  was  
WKHUH´    
When  his  broken,  dead  body  is  returned  to  her,  she  can  no  longer  ask  him  any  
TXHVWLRQVDOOVKHFDQGRLVFRQWHPSODWHKLV³VWHUQDQGWUDQTXLO´IDFHDQGWHOOKLP³LI\RX
ZDQWWRJRRQVRPHZKHUHZH¶OOERWKJR´  2QO\KHKDVDOUHDG\PRYHGRQDQG
because  of  his  presence  in  her  life,  it  seems  that  she  will  go  on  after  him.  The  final  
paragraph  of  the  novel  indicates  that  she  has  finally  consciously  come  to  a  moment  of  
WUDQVIRUPDWLRQWKDWWKHYLROHQFHLQKHUHQWLQ+D]HO¶VDFWLRQVDQGultimately  in  his  death,  
has  brought  her  to  a  place  where  she  will  exchange  one  set  of  values,  based  on  her  own  
pleasure  as  the  highest  good,  for  something  radically  different,  something  that  she  cannot  
HYHQDFFRPSOLVKRQKHURZQ³6KHVKXWKHUH\HVDQGVDZWKHSLQSRLQWRIOLJKWEXWVRIDU
away  that  she  could  not  hold  it  steady  in  her  mind.  She  felt  as  if  she  were  blocked  at  the  
entrance  of  something.  She  sat  staring  with  her  eyes  shut,  into  his  eyes,  and  felt  as  if  she  
KDGILQDOO\JRWWRWKHEHJLQQLQJRIVRPHWKLQJVKHFRXOGQ¶WEHJLQDQGVKHVDZKLP
moving  farther  and  farther  away,  farther  and  farther  into  the  darkness  until  he  was  the  pin  
SRLQWRIOLJKW´  $OWhough  she  feels  blocked,  the  entire  structure  of  the  chapter,  
which  emphasizes  her  progressive  vision,  indicates  that  in  this  moment  her  ability  to  see  
Hazel  until  he  becomes  the  light  in  the  darkness  indicates  that  he  will  serve  as  a  guiding  

                                                                                                  
27

  7KHZRUGµKDELW¶LVDVLJQLILFDQWRQHIRU2¶&RQQRUUHIOHFWHGLn  the  title  of  her  collection  of  letters,  The  
Habit  of  Being$V6DOO\)LW]JHUDOGH[SODLQVLQWKHLQWURGXFWLRQWRWKHVHOHWWHUVIRU2¶&RQQRUGUDZLQJRQ
0DULWDLQKDELWGLGQRWPHDQ³PHUHPHFKDQLFDOURXWLQHEXW«DQDWWLWXGHRUTXDOLW\RIPLQG´WKDWVKDSHV  an  
LQGLYLGXDO¶VFRQFHSWLRQRIWKHZRUOG Habit  xvii).  
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light  for  her,Q2¶&RQQRU¶V&DWKROLFWKHRORJ\VKHFDQQRWEHJLQWKLVMRXUQH\RQKHURZQ
VKHQHHGVJUDFHWREULQJKHUDORQJDQG+D]HO¶VZLWQHVVZLOOVHUYHDVWKDWJUDFHIRUKHU  
But  even  this  final  moment  in  the  novel  is  ambiguous,  since  there  is  no  absolute  
clarity  about  ZKHWKHU0UV)ORRGZLOOWU\RUEHDEOHWRIROORZWKLV³SLQSRLQWRIOLJKW´
The  reader  is  left  to  make  the  final  evaluation  of  whether  she  will,  or  even  if  she  should.    
$QGWKLVIUHHGRPRILQWHUSUHWDWLRQDQGFKRLFHPLUURUVWKHUHDGHU¶VRZQSRVLWion  as  they  
close  the  novel.  If  Mrs.  Flood  truly  is  our  proxy  character,  if  she  raises  our  objections  and  
LVGUDZQSDVWWKHPLQWRWKHFRQWHPSODWLRQRIP\VWHU\WKHQSHUKDSV2¶&RQQRULV
indicating  that  this  is  our  position  as  well.  Before  she  is  drawn  into  the  mystery  of  
+D]HO¶VILQDOGD\V0UV)ORRGILUPO\EHOLHYHVVKHLVLQFKDUJHRIKHUOLIHDQGKHUDFWLRQV
³VKHWKRXJKWRIKHURZQKHDGDVDVZLWFK-ER[ZKHUHVKHFRQWUROOHGIURP´EXW+D]HO¶V
witness  causes  her  to  reflect  on  an  entirely  different  orientation  of  understanding  
H[LVWHQFH³EXWZLWKKLPVKHFRXOGRQO\LPDJLQHIURPWKHRXWVLGHLQ´ Works  123).  Once  
VKHEHJLQVWRFRQWHPSODWHWKHSRVVLELOLW\WKDWWKHUHLVDQRXWVLGHEH\RQGRQH¶VRZQ
sphere  of  influence  and  control,  Mrs.  Flood  begins  to  wonder  about  her  own  limitations.  
Within  the  sphere  of  the  novel,  there  is  no  absolute  surety  that  Hazel  is  right,  or  that  Mrs.  
)ORRG¶VLQWLPDWLRQVDERXWWKHUHDOLW\RIDWUDQVFHQGHQWZRUOGYLHZDUHWUXH7KHUHDGHULV
IUHHWRGLVPLVV+D]HO¶VDFWLRQVDVFUD]HGDQG  bizarre  and  still  make  rational  sense  of  the  
QRYHOEXWWKHUHDGHUOLNH0UV)ORRGLVDOVROHIWZLWKDOLQJHULQJTXHVWLRQ³:KR¶VKH
GRLQJWKLVIRU"VKHDVNHGKHUVHOI:KDW¶VKHJHWWLQJRXWRIGRLQJLW"´  %\QRW
providing  a  definitive  answer2¶&Rnnor  leaves  us  wondering.  By  denying  the  reader  
FORVXUH2¶&RQQRULQWKHZRUGVRIher  friend  and  official  biographer  William  Sessions,  
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OHDGVKHUDXGLHQFHLQ³DQDFWRIUHDGLQJWKDWZDVH[SHFWHGWROHDGWRWKHPRVWLPSRUWDQW
DFWRIDOOFRQWHPSODWLRQ´ 1).  Both  for  the  characters  within  her  fiction,  and  the  readers  
of  it,  it  is  this  contemplation,  this  reflection,  more  than  the  violence  that  precipitates  it,  
that  will  bring  about  transformation.  
The  Violent  Bear  It  Away:  Violence  as  Prophecy  
In  both  Wise  Blood  and  The  Violent  Bear  It  Away,  the  form  of  the  novel  mirrors  
2¶&RQQRU¶VWKHPH6LQFHher  thematic  aim  differs  significantly  between  the  two  novels,  
the  way  she  uses  violence  to  bring  about  insight  within  the  worlds  of  the  novels  is  thus  
different  as  well.  Wise  Blood  is  a  novel  about  belief,  and  the  ambiguous  ending,  which  
models  a  pattern  of  coming  to  believe,  is  therefore  a  fitting  way  to  capture  this  
experience.  The  Violent  Bear  It  Away,  on  the  other  hand,  is  about  vocation.  Francis  
Marion  Tarwater  believes  in  God  and  his  great-uncle  Old  Mason  7DUZDWHU¶VYLVLRQRI
existence,  but  he  does  not  want  to  submit  to  the  authority  of  God.  He  wants  to  be  in  
control  of  his  life,  of  his  decisions  and  his  ultimate  fate.  The  novel  enacts  a  journey  in  
which  Tarwater  learns  that  he  is  not  fully  in  control,  and  that  he  must  ultimately  submit  to  
the  will  of  God  for  his  life.  Since  the  novel  is  about  the  process  of  coming  to  accept  that  
which  one  does  not  want  to  accept,  it  is  structured  in  such  a  way  that  the  reader,  too,  is  
trained  in  a  model  of  submission  to  a  view  of  existence  that  s/he  is  initially  hesitant  to  
DFFHSW:LWKLQWKHZRUOGRIWKHQRYHOWKHUHDGHU¶VIUHHGRPWRLQWHUSUHWWKHPRWLYHVDQG
nature  of  the  characters  is  far  more  restricted  than  in  Wise  Blood,  and  in  the  end  the  
UHDGHULVIRUFHGWRHLWKHUDFFHSW2¶&RQQRU¶VYLVLRQfor  the  significance  of  events  or  reject  
it  entirely.  There  is  little  ambiguity  in  The  Violent  Bear  It  Away,  because  in  this  novel  
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2¶&RQQRULVOHVVLQWHUHVWHGLQEULQJLQJWKHUHDGer  to  a  place  of  contemplation  than  in  
leading  WKHUHDGHUWRDSODFHZKHUHVKHVHHVUHDOLW\DV2¶&RQQRUGRHV7KHUHVXOWFDQEH
deeply  disturbing  and  alienating.  
  

If  Wise  Blood  is  governed  by  the  aesthetic  of  witness,  which  points  toward,  but  

does  not  fully  explain,  the  transcendent,  The  Violent  Bear  It  Away  is  based  on  the  
aesthetics  of  prophecy,  which  is  fundamentally  about  demonstrating  the  ways  of  God  to  
humanity.  The  story  features  a  fully  developed  prophetic  figure,  in  Mason  Tarwater,  and  
the  plot  ceQWHUVRQ\RXQJ)UDQFLV¶VFDOOWRDQGUHVLVWDQFHagainst,  a  prophetic  vocation.  I  
focus  not  on  ZKDWDSURSKHWLFFDOOVPHDQVIRU2¶&RQQRUVLQFHWKLVLVDWRSLFZHOO
explored  by  other  critics,28  but  rather  on  the  function  of  violence  in  7DUZDWHU¶VXOWLPDWH
embrace  of  his  prophetic  role,  and  on  the  importance  of  submission  within  the  novel  and  
LQWKHG\QDPLFEHWZHHQWH[WDQGUHDGHU2¶&RQQRULQThe  Violent  Bear  It  Away,  offers  a  
concrete,  descriptive  account  of  the  work  of  God,  and  the  devil,  in  the  world.  This  
account  is  more  shocking  and  disturbing  than  anything  Hazel  Motes  had  to  offer.  Susan  
Srigley  finds  7DUZDWHU¶VMRXUQH\WREHPRUHWUXO\&KULVWLDQWKDQ+D]HO¶V29  since  it  is  
evident  that  Tarwater  is  doing  the  will  of  God  by  submitting  to  his  prophetic  calling  to,  
³*RZDUQWKHFKLOGUHQRI*RGRIWKHWHUULEOHVSHHGRIPHUF\´ Works  478).  She  argues  
WKDW³WKHZDUQLQJFRPHVIURPDQH[SHULHQFHRIWKDWEXUQLQJPHUF\WKURXJKZKLFK
Tarwater  has  begun  to  XQGHUVWDQGKLVOLPLWVDQGKLVUHVSRQVLELOLW\IRURWKHUV´  
                                                                                                  
28

  See  especially  Asals  198-233,  Srigley  37-54,  Wood  224-235,  and  Nisly  64-72.  

  

29

  John  Desmond  agrees,  writing  that  The  Violent  Bear  It  Away  SURYLGHVWKH³IXOOHVWWUHDWPHQW´RI³WKH
process  of  FRPSOH[LILFDWLRQRIFRQVFLRXVQHVVLPSOLFLWO\EDVHGRQD&KULVWRFHQWULFPRGHO´DQGWKDWLQWKH
QRYHO³2¶&RQQRUDFKLHYHGWKHIXOOHVWGHYHORSPHQWRIKHUDQDORJLFDOYLVLRQ´ Risen  110-11).  

  

98  
  
3HUVRQDOO\,ILQG7DUZDWHU¶VMRXUQH\WREHVRIXQGDPHQWDOO\XQVHWWOLQJWKDW,TXHVWLRQ
ZKHWKHUWKLVQRYHOFDQDFFRPSOLVK2¶&RQQRU¶VJRDOVRIFKDQJLQJKHUUHDGHU¶VYLVLRQRI
the  world.  In  this  instance,  I  agree  with  Gary  Ciuba,  who  contends  that  in  The  Violent  
Bear  It  Away,  ³2¶&RQQRU¶VYLROHQWDUWLVWU\«PD\DOLHQDWHWKHYHU\UHDGHUVVKHVHHNVWR
DWWUDFW´DQGWKDWUDWKHUWKDQOHDGLQJWKHUHDGHUWRZDUG*RG³WKHZRUNEecomes  an  
obstacle  instead  of  KHOSLQJWRUHPRYHWKHVWXPEOLQJVWRQH´ Desire  157).  
  

When  reading  Wise  Blood,  the  reader  questions  why  Hazel  is  doing  what  he  is  

doing,  and  what  his  actions  signify.  While  the  answers  to  these  questions  are  not  
immediately  obvious,  they  can  point  the  reader  toward  a  horizon  of  transcendence,  as  
they  do  for  Mrs.  Flood.  When  reading  The  Violent  Bear  It  Away,  though,  the  reader  does  
not  ask  what  Tarwater  is  doing,  because  it  is  clear  that  he  is  fulfilling  the  role  established  
for  him  by  his  great-uncle  on  thHVHFRQGSDJHRIWKHERRN³7KHROGPDQZKRVDLGKH
ZDVDSURSKHWKDGUDLVHGWKHER\WRH[SHFWWKH/RUG¶VFDOOKLPVHOIDQGWREHSUHSDUHGIRU
the  day  we  would  hear  it.  He  had  schooled  him  in  the  evils  that  befall  prophets;;  in  those  
that  come  from  the  world,  which  are  trifling,  and  those  that  come  from  the  Lord  and  burn  
WKHSURSKHWFOHDQ´ Works  332 7KHUHLVQRDPELJXLW\DERXW)UDQFLV¶VPRWLYDWLRQVRU
the  ultimate  meaning  of  his  actions.  Tarwater  believes  his  great-uncle  and  knows,  without  
GRXEWZKDWKHKDVEHHQFDOOHGWRGR³+H«NQHZZLWKDFHUWDLQW\VXQNLQGHVSDLUWKDW
he  was  expected  to  baptize  the  child  he  saw  and  begin  the  life  his  great-uncle  had  
prepared  him  for.  He  knew  that  he  was  called  to  be  a  prophet  and  the  ways  of  his  
prophecy  would  not  be  rHPDUNDEOH´ 389).  The  novel  is  thus  focused  not  on  the  process  
of  coming  to  insight,  but  on  the  process  of  submitting  oneself  to  an  insight  that  one  does  
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not  want  to  accept.  Tarwater  believes,  but  does  not  want  to  believe,  because  believing  is  
tantamount  to  surrendering  his  own  authority  over  his  life.  He  wants  to  be  the  one  in  
charge  of  whaWKDSSHQVWRKLPDQG2¶&RQQRU  structures  the  novel  so  that  he,  and  the  
reader  along  with  him,  is  shown,  repeatedly,  that  he  does  not  in  fact  have  this  control.  He  
is  literally  unable  to  accomplish  what  he  wants  to  accomplish.  This  is  most  evident  when  
he  attempts  to  drown  Bishop  rather  than  submit  to  the  command  to  baptize  him,  but  even  
in  the  act  of  drowning  him  he  utters  the  words  of  baptism.  )RU2¶&RQQRUWKLVLQDELOLW\WR
assert  his  own  will  in  the  face  of  God  is  the  mark  of  his  salvation;;  he  is  saved  because  he  
cannot  resist  the  authority  of  God.    
The  Violent  Bear  It  Away  is  structured  around  competing  narratives.  Every  
character  in  the  novel  is  subjected  to  a  variety  of  totalizing  narratives  that  seek  to  
encompass  the  entirety  of  how  one  should  understand  the  world.  Old  Tarwater  subscribes  
to  an  Old  Testament  narrative  of  biblical  prophecy,  and  has  completely  submitted  himself  
to  this  narrative  framework.  But  at  the  same  time  he  clearly  fears  counter-narratives,  
particularly  the  scientific  one  embodied  in  the  article  his  nephew  Rayber  writes  about  
him.  $IWHUUHDGLQJLW2OG7DUZDWHU³IHOWKHZDVWLHGKDQGDQGIRRWLQVLGHWKHVFKool-
WHDFKHU¶VKHDGDVSDFHDVEDUHDQGQHDWDVWKHFHOOLQWKHDV\OXPDQGZDVVKULQNLQJ
GU\LQJXSWRILWLW´ 378).  This  counter-narrative  is  so  threatening  to  Old  Tarwater  that  he  
needs  to  flee  KLVQHSKHZ¶Vhouse  in  order  to  be  free  from  it.      
5D\EHU¶V  H[SHULHQFHLVWKHH[DFWRSSRVLWHRI0DVRQ¶VKH  is  the  one  fully  
developed  character  in  the  novel  that  GRHVUHVLVW*RG¶VFDOO+H,  like  Francis,  feels  drawn  
WRZDUG0DVRQ7DUZDWHU¶VZD\RIORRNLQJDWWKHZRUOGRUZKDWKHWKLQNVRIDVWKH
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³LUUDWLRQDODQGDEQRUPDO´HPEUDFHRIWUDQVFHQGHQWRYHUSRZHULQJORYH  But,  
through  ³ZKDWDPRXQWHGWRDULJLGDVFHWLFGLVFLSOLQH´he  has  managed  to  keep  the  
biblical,  prophetic  narrative  for  his  life  at  bay  (402).  He  stifles  his  urges  toward  
³KRUULI\LQJ  love´the  type  of  love  that  LV³ZLWKRXWUHDVRQ«ORYHWKDWDSSHDUHGWRH[LVW
RQO\WREHLWVHOI´  %XWWKLVDPRXQWRIFRQWUROWKLVDELOLW\WRNHHSKLV³ZLVHEORRG´
in  check,  requires  that  he  become  frozen  by  inaction.  Because  he  will  not  be  moved  by  
love,  he  cannot  be  moved  by  anything.  He  recognizes  that  what  this  leaves  him  with  is  
QRW³DZKROHRUDIXOOOLIH>EXW@KH«NQHZWKDWLWZDVWKHZD\KLVOLIHKDGWREHOLYHGLILW
ZHUHJRLQJWRKDYHDQ\GLJQLW\DWDOO´  5D\EHUFRQVFLRXVO\HPEUDFHV³HPSWLQHVV´
becDXVHLWLVWKHRQO\DOWHUQDWLYHKHFDQILQGWRWKH³PDGQHVV´RIIDOOLQJXQGHUWKH
overpowering  sway  of  *RG¶VQDUUDWLYHIRUKLVOLIH5D\EHU¶VSDUDO\VLVUHDFKHVLWV
apotheosis  as  he  sits  passively  by  when  Francis  murders  his  beloved  son;;  he  cannot  and  
will  not  act,  and  is  therefore  damned  ³WRIHHOQRWKLQJ´DWDOO  .  
  

But  while  Rayber  presents  one  vision  of  life  that  stands  in  opposition  to  Mason  

7DUZDWHU¶VSURSKHWLFmindset,  his  is  not  really  the  worldview  with  which  the  reader  
FRPHVWRLGHQWLI\5D\EHU¶s  stance  is  thematically  important,  but  in  terms  of  the  
DHVWKHWLFVRIWKHQRYHO2¶&RQQRUSURYLGHVDPXFKPRUHSHUVXDVLYHDQGUHDVRQDEOHYRLFH
to  oppose  Old  Mason  7DUZDWHU¶VQRQ-rational,  God-centered,  fundamentalist  vision  of  
existence.  This  voice  appears  in  the  first  chapter  of  the  novel,  counseling  Tarwater  not  to  
bury  his  great-uncle  because  doing  so  would  be  to  submit  himself  WR0DVRQ¶VSUophetic  
narrative  for  his  life.  )RUWKHPRVWSDUWWKLVYRLFHFRXQVHOV7DUZDWHUWRUHVLVW0DVRQ¶V
extremism;;  he  informs  Tarwater  that,  ³,QWKHUHVWRIWKHZRUOGWKH\GRWKLQJVGLIIHUHQW
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IURPZKDW\RXEHHQWDXJKW´  (345),  and  because  of  this  seemingly  rational  reminder,  the  
reader  is  sympathetic  to  the  voice.  Just  as  Mrs.  Flood  gave  voice  to  our  reasonable  
objections  and  TXHVWLRQVDERXW+D]HO¶VDFWLRQVWKLVGLVHPERGLHGYRLFHUHSUHVHQWVRXU
reasonable  objections  to  the  path  of  extremism  that  Old  Tarwater  has  laid  out  for  Francis:    
The  way  I  see  it,  he  [the  stranger/  friend]  said,  you  can  do  one  of  two  
things.  One  of  them,  not  both.  Nobody  can  do  things  without  straining  
themselves.  You  can  do  one  thing  or  you  can  do  the  opposite.  
Jesus  or  the  devil,  the  boy  said.  
1RQRQRWKHVWUDQJHUVDLGWKHUHDLQ¶WQRVXFKWKLQJDVDGHYLO,FDQWHOO
you  that  from  my  own  self-experieQFH,NQRZWKDWIRUDIDFW,WDLQ¶W-HVXVRUWKH
GHYLO,W¶V-HVXVRUyou.  
Jesus  or  me,  Tarwater  repeated.    (354)  
  
This  is  the  fundamental  tension  of  the  novel;;  whether  Jesus  is  real  or  not  is  not  at  
issue,  the  question  is  whether  Tarwater  will  subscribe  to  the  Jesus  narrative  or  the  
rationalist  one  put  forward  by  the  stranger/  friend,  which  emphasizes  RQH¶V  own  personal  
will.  $V/DPDU1LVO\ZULWHV³WKHUHDGHUPD\EHLQFOLQHGWRDJUHH>ZLWKWKHVWUDQJHU@DV
well.  Rather  than  the  close-minded,  hard-headed  insistence  of  old  Tarwater,  the  stranger/  
IULHQG¶VDGPRQLWLRQVVHHPVHQVLEOHDQGFDOPSURYLGLQJDFRQWUDVWWRWKHFUD]LQHVVRIWKH
great-XQFOH´ Wingless  56).  In  this  voice2¶&RQQRU  once  again  provides  us  with  a  
readerly  stand-in,  but  unlike  our  other  proxy,  Mrs.  Flood,  this  rationalist  voice  is  not  
ultimately  transformed  by  the  encounter  with  what  the  boy  represents.  Instead,  the  voice  
is  revealed  as  the  incarnation  of  the  devil.    
In  the  final  movement  of  the  novel,  the  voice  becomes  embodied.    As  he  prepares  
to  murder  %LVKRS7DUZDWHUEHJLQVWRDSSUHKHQGWKHSK\VLFDOIRUPRIWKHYRLFH³7KHER\
ORRNHGXSLQWRKLVIULHQG¶VH\HVEHQWXSRQKLPDQGZDVVWDUWOHGWRVHHWKDWLQWKH
  

102  
  
peculiar  darkness,  they  were  violet-colored,  very  close  and  intense,  and  fixed  on  him  with  
DSHFXOLDUORRNRIKXQJHUDQGDWWUDFWLRQ´ Works  461).  Soon  thereafter,  Tarwater  accepts  
DULGHIURPD³SDOHOHDQROG-ORRNLQJ\RXQJPDQ´ZKRKDVODYHQGHUFRORUHGH\HV  and  
wears  a  panama  hat30  (469);;  this  man  then  drugs  and  rapes  Tarwater.  2¶&RQQRUVROLGLILHV
the  connection  between  the  voice  RI7DUZDWHU¶V³IULHQG´  and  the  rapist  by  writing  that  
ZKHQ7DUZDWHUZDNHVDIWHUWKHDVVDXOWKHILQGVWKDWKLVKDQGVDUH³WLHGZLWKDODYHQGHU
handkerchief  which  his  friend  KDGWKRXJKWRIDVH[FKDQJHIRUWKHKDW´ 472,  emphasis  
added).  It  is  only  at  this  moment  in  the  novel,  after  the  boy  has  been  violated  by  the  
stranger/  friend,  that  Tarwater  rejects  the  rationalist  line  of  thinking  that  this  character  has  
been  advocating  throughout  the  novel  and  instead  finally  accepts  his  prophetic  calling.  In  
terms  of  the  reader-text  dynamic,  the  revelation  that  the  voice  is  the  voice  of  the  devil  is  
the  most  unsettling  thing  about  the  novel,  because  it  indicates  that  either  our  sensibilities  
DUHLQOLQHZLWKWKRVHRIWKHGHYLOLQDZD\ZHGRQRWUHFRJQL]HRUWKDW2¶&RQQRUWKLQNV
that  rational  thought  is  of  the  devil.  Either  outcome  is  markedly  disturbing.  
But  the  revelation  that  the  rational-seeming  voice  is  actually  demonic  is  just  one  
of  many  assaults  on  our  sensibilities.  The  rape  itselfZKLFKDORQJZLWK7DUZDWHU¶V
murder  of  Bishop,  is  one  of  the  two  most  dramatic  moments  of  violence  in  the  text,  is  
another  SODFHZKHUH2¶&RQQRUFKDOOHQJHVKHUUHDGHUV.  Within  the  logic  of  the  novel,  it  is  
DQHFHVVDU\SDUWRI)UDQFLV¶VPRYHPHQWWRZDrd  accepting  his  prophetic  role.  Before  he  is  
UDSHG)UDQFLVVWLOOLQWHQGVWRUHVLVWWKHSURSKHWLFFDOOVWDWLQJ³,W¶VRQO\PH,WDNHFDUHRI
                                                                                                  
30

  Early  in  the  novel,  when  the  voice  of  the  stranger  first  becomes  idHQWLILHGDV³IULHQGO\´7DUZDWHU
SLFWXUHVWKHVSHDNHU¶VIDFHDV³VKDUSDQGIULHQGO\DQGZLVHVKDGRZHGXQGHUDVWLIIEURDG-brimmed  panama  
KDWWKDWREVFXUHGWKHFRORURIKLVH\HV´ Works  352).  
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P\VHOI1RERG\WHOOVPHZKDWWRGR´  .  After  the  rape,  he  hears  the  voice  of  his  
³IULHQG´DJDLQWHOOLQJKLPWRJRFODLPKLVODQG³*RGRZQDQGWDNHLW«,W¶VRXUV:H¶YH
ZRQLW(YHUVLQFH\RXILUVWEHJXQWRGLJWKHJUDYH,¶YHVWRRGE\\RXQHYHUOHIW\RXU
side,  and  now  we  can  take  it  over  together,  just  you  and  mH<RX¶UHQRWHYHUJRLQJWREH
DORQHDJDLQ´  %HFDXVHKHKDVH[SHULHQFHGWKHYLRODWLRQWKDWWKLVYRLFHLVFDSDEOHRI
Francis  resists  this  call  towards  isolation,  and  instead  ultimately  turns  back  towards  the  
city  to  begin  his  prophetic  work.  If  it  had  not  been  for  the  rape,  it  seems  evident  that  he  
ZRXOGKDYHDFFHSWHGKLV³IULHQG¶V´LQYLWDWLRQWROLYHDOLIHRILVRODWLRQDQGSHUKDSV
normalcy.  Since  the  form  of  the  novel  indicates  that  it  is  right  and  good  for  Tarwater  to  
reject  the  devil  and  become  a  prophet,  and  we  see  that  he  would  have  been  unable  or  
unwilling  to  do  this  unless  he  was  violated  by  the  stranger/  friend  first,  we  need  to,  on  
VRPHOHYHOYLHZWKHUDSHDVDSRVLWLYHWKLQJLQ7DUZDWHU¶VGHYHORSPHQWRUDWOHDVWDVD
necessary  one.  But  I  contend  that  any  line  of  reasoning  that  leads  to  such  a  conclusion  is  
fundamentally,  and  morally,  flawed.  The  tightly  controlled  plot  reflects  a  view  of  the  
world  in  which  everything  is  ordered,  where  there  is  a  clearly  discernible  pattern  and  
plan,  but  any  plan  or  order  that  LQFOXGHVWKHQHFHVVLW\RI7DUZDWHU¶s  violation  is  terrifying  
to  a  rationalist  sensibility.  PHUKDSVWKLVLV2¶&RQQRU¶VSRLQWVKHOLNH5RPDQR*XDUGLQL
ZDQWVKHUDXGLHQFHWRVHHWKDWZHDUHLQ*RG¶s  world,  but  there  seems  to  be  little  reason  
to  want  to  accept  such  a  world.  
Ralph  Wood  argues  that  the  rape  scene  reveals  the  true  nature  of  the  demonic,  and  
WKDW7DUZDWHU¶VUHVSRQVHLVHPEOHPDWLFRIJUDFH-enabled  freedom,  not  Jansenist  coercion  
(242- -RKQ6\NHVFRQFXUVZULWLQJ³:KDWmay  seem  a  compulsion  is,  when  viewed  
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ZLWKLQ2¶&RQQRU¶VWKHRORJLFDOIUDPHZRUNDOLEHUDWLRQIURPWKHIDOVHZRXOG-be  
DXWRQRP\WKDWOHDGVKLP>7DUZDWHU@WRHPEUDFHDQHYLOWKDWLVQRWKLQJ´    This  
analysis  is,  I  believe,  precisely  WKHVRUWRIUHDGLQJWKDW2¶&RQQRUGHVLUHGIRUKHUZRUN
and  the  entire  novel  has  been  structured  towards  just  such  an  explication.  Early  on  in  the  
novel  she  prepares  the  reader  for  this  eventual  outcome,  when  Mason  warns  Tarwater,  
³µ<RXDUHWKHNLQGRIER\«WKDWWKHGHYLOLVDOZD\VJRLQJWREHRIIHULQJWRDVVLVWWRJLYH
\RXDVPRNHRUDGULQNRUDULGHDQGWRDVN\RX\RXUELGQLV¶´ Works  367).  This  is  
H[DFWO\ZKDWHYHQWXDOO\FRPHVWRSDVV-XVWDV0DVRQKDG³EHHQEXUQHGFOHDQDQGEXUQHG
FOHDQDJDLQ«E\ILUH´EHIRUHKHIXOO\XQGHUVWRRGDQGDFFHSWHGKLVSURSKHWLFUROH  
Francis,  too,  suffers  violence  that  prepares  him  to  submit  to  his  own  role  as  prophet.  
2¶&RQQRUFRQQHFWV0DVRQ¶VILHU\FDOOWR7DUZDWHU¶VRZQDfter  the  rape,  Tarwater  sets  
fire  to  the  woRGVZKHUHWKHYLRODWLRQWRRNSODFHDQGDIWHUZDUGKLV³VFRUFKHG
H\HV«ORRNHGDVLIWRXFKHGZLWKDFRDOOLNHWKHOLSVRIWKHSURSKHWWKH\ZRXOGQHYHUEH
XVHGIRURUGLQDU\VLJKWVDJDLQ´  While  we  might  wish  to  interpret  the  ending  scene  
in  a  way  that  disallows  for  the  presence  of  the  transcendent  sphere  in  what  has  taken  
place  (perhaps  by  reading  it  in  a  psychoanalytic  way,  for  instance),  to  do  so  is  to  actively  
UHDGDJDLQVWWKHJUDLQRI2¶&RQQRU¶VFDUHIXOO\VWUXFWXUHGSORWDespite  our  inclinations  to  
see  it  as  deeply  disturbing  that  this  young  boy,  cut  off  from  all  family  and  friends,  the  
victim  of  a  brutal  sexual  assault,  is  doing  the  right  thing  in  embracing  his  prophetic  call,  
WKLVLVH[DFWO\ZKDW2¶&RQQRUZDQWVXVWRGR31  She  wants  it  to  be  disturbing  and  

                                                                                                  
31

  ,QOHWWHUVWRIULHQGVVFKRODUVDQGFULWLFV2¶&RQQRUUHSHDWHGly  defends  this  understanding  of  the  story,  as  
LQWKLVOHWWHUWRWKHOLWHUDU\FULWLFDQGQRYHOLVW-RKQ+DZNHV³WKHER\>7DUZDWHU@GRHVQ¶WMXVWJHWKLPVHOI
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unsettling,  and  she  wants  us  to  submit  to  this  dark  and  disturbing  vision  just  as  Francis  
VXEPLWVWR0DVRQ¶V GDUNDQGGLVWXUELQJ QDUUDWLYHRI  life.  %\GUDZLQJWKHVH³ODUJHDQG
VWDUWOLQJILJXUHV´2¶&RQQRULVIXOILOOLQJKHUSURSKHWLFUROHDQGZHDUHWKH³FKLOGUHQRI
*RG´ZKRDUHEHLQJZDUQHGRIWKH³WHUULEOHVSHHGRIPHUF\´ 478).  The  novel  models  the  
WKHPHUHDGLQJ2¶&RQQRU³FRUUHFWO\´LVDQDFWRIVXEPLVVLRQMXVWDVIRU2¶&RQQRU
doing  the  will  of  God  is  an  act  of  submission.        
The  structure  of  the  novel  shows  that  Tarwater  ultimately  submits  to  his  great-
XQFOH¶VYLVLRQRIOLIHQRWEHFDXVHKHILQGVLWWREHWKHPRVWLQWHOOHFWXDOO\RUPRUDOO\
persuasive,  but  because  he  finds  it  impossible  to  do  otherwise.  Even  before  he  is  raped  by  
the  stranger,  he  is  unable  to  not  baptize  Bishop  even  as  he  kills  him  because  this  is  what  
0DVRQ¶VQDUUDWLYHFRPSHOVKLPWRGR7DUZDWHULVQRWLQFRQWURORIKLVRZQDFWLRQVDQG
the  assault  by  the  devil  incarnate  is  merely  the  final  push  that  allows  Tarwater  to  dismiss  
ZKDWLVLQ2¶&RQQRU¶VYLHZWKHVHOILVKDQGHPSW\QDUUDWLYHWKDWWKHGHYLOLVRIIHULQJ,W
is  this  aspect  of  the  novel  that  makes  it,  in  my  reading,  a  far  less  persuasive  text;;  the  
H[WUHPLW\RI2¶&RQQRU¶VYLVLRQOHDYHVWKHUHDGHUZLWKOLWWOHLQWHUSUHWive  freedom.  The  
process  of  refiguration,  RUWKHLQFRUSRUDWLRQRIWKHQRYHO¶VLQVLJKWVLQWRRQH¶VRZQOLIHLV
restricted.  There  can  be  no  accommodation  between  rationalism  and  prophecy  here;;  the  
rationalist  line  of  thought,  represented  by  Rayber  and  the  devil,  is  vilified  and  rejected,  
UHSODFHGE\0DVRQDQG)UDQFLV¶V*RG-centered  extremism.  Within  the  novel,  there  is  no  
fusion  of  worldviews,  and  the  one  cannot  lead  into  the  other;;  it  is  hard,  if  not  impossible,  
to  see  how  the  reader  who  sympathizes  with  Rayber  and  the  early  incarnation  of  the  voice  
                                                                                                                                                                                                                                                                                                  
saved  by  the  skin  of  his  teeth,  he  in  the  end  prepares  to  be  a  prophet  himself  and  to  accept  what  prophets  
FDQH[SHFWIURPWKHLUHDUWKO\OLYHV WKHZRUVW ´ Habit  350).  
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will  ever  come  to  accept  the  views  of  Tarwater.  If  the  central  choice  UHDOO\LV³-HVXVRU
\RX´WKHUHVHHPVWREHOLWWOH  positive  reason  to  choose  Jesus.  The  characters  in  the  novel  
that  do  end  up  on  the  side  of  Jesus  do  so  because  they  are  compelled  to  by  ³WKHHYLOVWKDW
befall  prophets,´SDUWLFXODUO\³WKRVHWKDWFRPHIURPWKH/RUGDQGEXUQWKHSURSKHWFOHDQ´
(332).  There  is  no  rational  reason  offered,  just  a  vision  of  the  awful  power  of  God.    
While  Wise  Blood  FXOPLQDWHVLQ+D]HO¶VGHHSO\XQVHWWOLQJDQGXOWLPDWHO\
ambiguous,  self-mortification,  the  form  and  content  of  The  Violent  Bear  it  Away  are  
much  more  definitive.  The  novel  models  a  path  of  submission,  and  demonstrates  quite  
FOHDUO\WKDWIRU2¶&RQQRUEHLQJDSURSKHWLQYROYHVFRPSOHWHVXUUHQGHURIRQH¶VRZQ
YROLWLRQWR*RG¶VDXWKRULW\/LNHPDQ\PRGHUQLVWV2¶&RQQRUFULWLTXHVWKHPRGHUQZRUOG
Unlike  most  modernists  she  does  not  replace  the  fractures  of  modernity  with  a  celebration  
of  the  solitary  hero  who  is  able  to  fashion  a  subjectively  meaningful  life  out  of  the  
wasteland  of  modernity  (or  who  will  die  trying).  Instead,  the  protagonist  of  her  final  
novel  ultimately  submits  to  authority,  and  does  as  he  is  compelled  to  do.  By  the  end  of  
The  Violent  Bear  It  Away,  Francis  has,  quite  clearly,  relinquished  any  claims  on  his  own  
will  in  the  face  of  the  power,  and  wrath,  of  God.32    
Reading  2¶&RQQRU  can  be  a  transformative  experience,  but  for  those  hostile  to  a  
Christian  worldview  these  types  of  stories  become  grotesqueries,  and  even  for  Christian  
believers  the  model  of  submission  to  divine  will/  force  can  be  shocking.  But  this  seems  to  
be  exactly  what  she  desires  ±  to  force  us  out  of  an  easy  accommodation  to  faith  that  
                                                                                                  
32

  $OWKRXJK2¶&RQQRULVFDUHIXOWRDWWULEXWH)UDQFLV¶VYLRODWLRQWRWKHDFWLRQRIWKHGHYLOQRWWR*RGWKH
entire  form  and  structure  of  the  novel  indicates  that  this  purgation  is  at  least  divinely  sanctioned,  if  not  
carried  out.  
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requires  nothing.  Unfortunately,  the  violence  inherent  in  her  vision  is,  at  times,  too  
alienating.  Her  use  of  violence  is  effective  at  indicating  the  presence  of  a  transcendent  
sphere,  but  it  does  little  to  make  us  want  to  encounter  it.    
7KH&DWKROLFDXWKRUVZKRFRPHDIWHU2¶&RQQRUZULWHIURPZLWKLQKHUVKDGRZ
They,  too,  use  violence  to  point  towards  the  possibility  of  the  existence  of  a  transcendent  
realityDQGVRPHWLPHVWKH\XVHYLROHQFHWRVKRFNWKHLUUHDGHUVMXVWDV2¶&RQQRU
professes  to  do.  But  in  the  most  effective  contemporary  Catholic  literature,  the  writers  
rely  less  on  the  extreme,  prophetic,  violence  that  is  on  display  in  The  Violent  Bear  It  
Away,  and  instead  incorporate  the  mysterious,  unexplained  violence,  the  violence  of  
witness  that  points  the  reader  toward  the  irresolvable  mystery  of  life,  which  is  
2¶&RQQRU¶VPRVWSHUVXDVLYHOHJDF\WRWKHILHOGRI&DWKROLFOLWHUDWXUH  

  

  
  
  
  

  

CHAPTER  THREE  

FOLLOWING  FLANNERY:  
VIOLENCE  IN  THE  FICTION  OF  WALKER  PERCY  AND  TIM  GAUTREAUX  
)ODQQHU\2¶&RQQRU¶VUHSXWDWLRQDQGLQIOXHQFHDVWKHVLQJOHPRVWLPSRUWDQW
American  Catholic  writer  of  the  twentieth  century  casts  a  long  shadow,  which  every  
American  writer  who  self-LGHQWLILHVDVD³&DWKROLFZULWHU´QHHGVWRFRQIURQW,QWKLV
chapter,  I  will  be  examining  what  the  American  Catholic  novel  looks  like  after  Flannery  
2¶&RQQRUDQGKRZWKHZULWHUVZKRIROORZLQKHUZDNHQHJRWLDWHKHUPRVWYLVLEOHDQG
characteristic  rhetorical  tool  ±  her  use  of  violence.  One  might  think,  given  the  
prominence  of  YLROHQFHLQ2¶&RQQRU¶VZRUNWKDWRWKHU$PHULFDQ&DWKROLFZULWHUVZRXOG
refrain  from  using  it,  so  as  to  not  be  labeled  mere  followers  or  imitators,  but  this  is  not  the  
case.  Although  violence  is  not  indispensable  for  any  of  these  subsequent  writers,  as  it  was  
IRU2¶&RQQRULWVWLOORFFXSLHVDSURPLQHQWSODFHLQWKHZRUNRIQHDUO\HYHU\
contemporary  American  Catholic  writer,  and  these  writers  continue  to  utilize  it,  as  
2¶&RQQRUGLGWREULQJERWKFKDUDFWHUVDQGUHDGHUVLQWRFRQWDFWZLWKa  Catholic  
understanding  of  existence.    
%XWWKLVLVQRWWRVD\WKDWWKH\VLPSO\IROORZ2¶&RQQRU¶VPRGHO,I2¶&RQQRU
used  violence  in  order  to  make  her  work  fresh,  to  shock  her  audience  into  reconsidering  
WKHLUDVVXPSWLRQVDERXWH[LVWHQFHDQDXGLHQFHWUDLQHGRQ2¶&RQQRU¶VILFtion  will  no  
longer  be  shocked  by  violence  in  the  same  way.  Therefore,  contemporary  Catholic  
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writers  who  use  violence  in  their  work  need  to  continually  make  it  new,  so  that  it  can  still  
have  an  effect  on  their  readers.  This  does  not  necessarily  mean  making  the  violence  more  
extreme,1  but  rather  it  means  rethinking  the  presentation  of,  and  the  meaning  behind,  
moments  of  violence.  In  the  fictions  that  I  will  consider  in  the  following  chapters,  
violence  is  repeatedly  linked  to  moments  of  grace,  or  insight,  but  the  direct  correlation  
EHWZHHQWKHVHWZRHOHPHQWVWKDWRQHILQGVLQ2¶&RQQRU¶VZRUNis  not  often  present.    
:HFDQVHH2¶&RQQRU¶VOHJDF\RIYLROHQFHEHLQJQHJRWLDWHGLQWKHZRUNRIWKH
WZRZULWHUVZKRZHPLJKWFRQVLGHUDV2¶&RQQRU¶VPRVWGLUHFWKHLUV:DONer  Percy  and  
7LP*DXWUHDX[7KHUHLVDORQJFULWLFDOWUDGLWLRQRIVWXG\LQJ3HUF\DQG2¶&RQQRU
together;;  they  are  the  two  most  prominent  American  Catholic  fiction  writers,  products  of  
a  similar  time  and  place  who  even  studied  the  craft  of  fiction  under  the  same  mentor,  
Caroline  Gordon.2  Tim  Gautreaux  does  not  share  their  critical  stature,  but  for  a  variety  of  
reasons  positioning  his  work  alongside  theirs  is  an  enlightening  project.3  Gautreaux,  too,  
LVD6RXWKHUQ&DWKROLFZULWHUDQGOLNH2¶&RQQRUKHLVDPaster  of  the  short  story.  Born  
LQKHLVRIDGLIIHUHQWJHQHUDWLRQIURP2¶&RQQRUDQG3HUF\EXWKLVZRUN
consciously  deals  with  similar  themes,  and  he  has  repeatedly  acknowledged  his  debt  to  
                                                                                                                      
1

  $OWKRXJKVRPHGRMXVWWKLV6HHIRULQVWDQFH-RKQ/¶+HXUHX[¶VThe  Shrine  at  Altamira  (1992),  which  
culminates  in  a  moment  of  double  self-immolation.  
  
2
  A  non-exhaustive  list  of  critics  who  have  written  on  both  authors  (either  in  the  same  work,  or  in  
subsequent  studies)  includes:  Robert    Brinkmeyer,  Gary  Ciuba,  John  Desmond,  Paul  Elie,  Jan  Nordby  
Gretlund,  Peter  Hawkins,  Marion  Montgomery,  Lamar  Nisly,  FaUUHOO2¶*RUPDQ-RKQ6\NHVDQG.DUO-
Heinz  Westarp.  
  
3
  The  only  critic  to  study  the  three  authors  together  is  L.  Lamar  Nisly,  whose  excellent  study  Wingless  
&KLFNHQV%D\RX&DWKROLFVDQG3LOJULP:D\IDUHUV&RQVWUXFWLRQVRI$XGLHQFHDQG7RQHLQ2¶&RQQRU
Gautreaux,  and  Percy  (2011),  explores  the  different  imagined  audiences  for  these  three  authors,  and  the  
ways  their  differing  regional  experiences  of  Catholicism  influenced  their  work.  While  I  do  not  agree  with  
DOORI1LVO\¶VSUHPLVHVRUFRQFOXVLRQV,DPLQGHEWHGWRKLVUHDGLQJVRI*DXWUHDX[¶VZRUNLQSDUWLFXODU  

  
  

110  
  

both  writers,  HYHQJRLQJVRIDUDVLQFRUSRUDWLQJWZRRI2¶&RQQRU¶VRZQFKDUDFWHUV±  
Julian  IURP³(YHU\WKLQJ7KDW5LVHV0XVW&RQYHUJH´DQG2(3DUNHU  IURP³3DUNHU¶V
Back´±  LQWRKLVVWRU\³,GROV´ SXEOLVKHGLQThe  New  Yorker).  He  can  also  be  
placed  in  the  same  direct  literary  lineage  as  both  writers,  since  Gautreaux  studied  fiction  
under  Walker  Percy  at  Loyola  University  New  Orleans,  in  1977.  Before  taking  this  
course,  Gautreaux  thought  of  himself  as  a  poet,  and  he  has  said  that  it  was  his  experience  
with  Percy  that  helped  put  him  on  the  path  to  writing  fiction  (Conversations  41).      
My  goal  in  this  chapter  is  not  simply  to  list  similarities  and  differences  between  
these  authors,  or  to  provide  an  influence  study,  but  to  lay  out  a  narrative  of  how  Catholic  
writers  reimagine  the  role  and  function  of  violence  in  contemporary  literature  and  society  
RYHUWLPH)RU2¶&RQQRUYLROHQFHZDVDWRROXVHGWRLGHQWLI\DQGPDNHYLVLEOHWKHUROH
of  the  transcendent  in  a  secular  age.  The  violence  in  her  fiction  may  arise  from  social  
dynamics,  as  explained  in  my  discussion  of  ³$*RRG0DQLV+DUGWR)LQG´  in  Chapter  2,  
EXWKHUSULPDU\DLPLVVSLULWXDOQRWVRFLDOFULWLTXHDQGIRU2¶&RQQRUZKLOHVRFLDODQG
FXOWXUDOG\QDPLFVSOD\DUROHLQDFKDUDFWHU¶VVSLULWXDOVWDWHLWLVWKHVSLULWXDORXWcome,  
more  than  the  social  one,  that  matters  most.  This  prioritizing  of  individual  insight  and  
salvation  over  cultural  and  social  reformation  has  been  criticized  as  being  insufficiently  
engaged  with  the  problems  of  the  age.  $OWKRXJKWKH\GRQRWPHQWLRQ2¶&onnor  by  
name,4  6HDQ0F&DQQDQG0LFKDHO6]DOD\LQWKHLUDUWLFOH³'R<RX%HOLHYHLQ0DJLF"
/LWHUDU\7KLQNLQJ$IWHUWKH1HZ/HIW´  H[FRULDWHWKHAmerican  writers  of  the  mid-
                                                                                                                      
4

  Indeed,  they  do  not  focus  on  any  avowedly  religious  writers,  but  rather  writers  who  draw  on  religious  or  
spiritual  tropes  mostly  devoid  of  dogma.  
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twentieth  century  who  fail  to  grapple  with  social  issues  and  instead  take  refuge  in  
individualized  epiphanies  and  moments  of  mysticism.  McCann  and  Szalay  contend  that,  
LQWKHOLWHUDWXUHRIWKHV³FRPSODLQWVDJDLQVWVFLHQFHDQGUDWLRQDOLW\EHFDPH
increasingly  common,  and  invocations  of  the  irrational  and  mysterious  took  on  newfound  
PHDQLQJ´  DQGWKH\ODPHQWWKDWWKLVHPEUDFHRIP\VWHU\ULWXDODQG³PDJLF´OHGD
generation  of  thinkers,  writers,  and  activists  to  focus,  almost  solipsistically,  on  the  
individual  at  the  expense  of  the  social  and  political  implications  of  this  decision.  As  they  
explain  in  a  2009  response  to  a  critique  of  their  work  by  John  McClure,  the  novels  that  
WKH\FULWLFL]HDOO³RIIHU«QRWDYLVLRQRISROLWLFDOlife  but  of  spiritual  communion  ±  and  
indeed  of  refuge  from  a  political  realm  viewed  as  overwhelmingly  cruel  and  
XQMXVW«+RZHYHUPRYLQJDQGEHDXWLIXOVXFKDYLVLRQPD\EHLQRXUYLHZLWRIIHUVD
highly  limited  understanding  of  political  action  and  no  model  for  contesting  the  genuine  
LQMXVWLFHWKDWKDVFKDUDFWHUL]HGRXUUHFHQWKLVWRU\´ boundary  2,  152).    
Using  their  analysis,  one  could  certainly  find  fault  with  the  social  and  political  
LPSOLFDWLRQVRI2¶&RQQRU¶VZRUN,5  but  for  the  Catholic  writers  who  come  after  
2¶&RQQRU0F&DQQDQG6]DOD\¶VFULWLTXHLVOHVVYDOLG,QWKHSRVW-Vatican  II  world,  the  
emphasis  on  personal  salvation  ±  WKHLQGLYLGXDO¶VMRXUQH\WRZDUGVVDOYDWLRQRUGDPQDWLRQ
±  LVUHFRQWH[WXDOL]HGLQWRDFRPPXQDOVHWWLQJ2QH¶VVDOYDWLRQRUGDPQDWLRQKDV
HYHU\WKLQJWRGRZLWKRQH¶VUHODWLRQVKLSVQRWRQO\ZLWKDWUDQVFHQGHQW*RGEXWZLWKWKH
                                                                                                                      
5

  7KLVLVQRWWRVD\WKDW2¶&RQQRU¶VZRUNODFNVDSROLWLFDORUFXOWXUDOGLPHQVLRQ VHH%DFRQ¶VZRUNIRUWKH
PRVWH[WHQVLYHVRFLDOUHDGLQJRIKHUZRUN UDWKHUP\SRLQWLVWKDWLQ2¶&RQQRU¶VZRUNWKHVWDWHRIWKH
LQGLYLGXDO¶VVRXOLVRISULPDU\LPSRUWDQFH$IWHUDOOWKHUHLVOLWWOHFKDQFHIRUODVWLQJSolitical  or  social  
change  within  most  of  her  works,  since  so  many  of  her  stories  end  with  a  death.    
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people  of  God  on  earth.  In  J.C.  :KLWHKRXVH¶VSKUDVHRORJ\WKH&KXUFK¶VHPSKDVLVVKLIWHG
from  a  vertical  to  a  horizontal  approach  to  God,  and  post-Vatican  II  Catholic  fiction  
reflects  this  shift.  Consequently,  the  violence  in  post-conciliar  fiction  takes  on  a  different  
valence;;  instead  of  primarily  serving  as  a  means  of  breaking  through  the  secular  wall  
between  the  human  and  the  divine,  it  [often]  breaks  through  the  wall  that  separates  
individuals,  or,  conversely,  the  violence  serves  as  an  obstacle  that  prevents  the  union  of  
individuals  that  is  a  precursor  to  grace.  
We  can  begin  to  see  this  change  in  the  fiction  of  Walker  Percy,  whose  fictional  
oeuvre  begins  almost  immediately  before  the  opening  Vatican  II  in  1962,  with  The  
Moviegoer  (1961),  and  ends  in  the  post-aggiornamento  world  of  1987,  with  the  
publication  of  The  Thanatos  Syndrome:KLOHWKHSULPDU\IRFXVRI3HUF\¶VZRUNLV
DOZD\VRQDQLQGLYLGXDOZKRLVDOLHQDWHGIURPKLPVHOI DOORI3HUF\¶VSURWDJRQLVWVDUH
male)  and  his  society,  and  who  must  often-times  come  to  reject  his  society  in  order  to  
UHFODLPKLVVHQVHRIVHOI3HUF\¶VGHSLFWLRQRIWKLVSURFHVVRIDOLHQDWLRQDQGUHFRYHU\LV
united  with  an  increasingly  overt  social  consciousness.  Throughout  his  work,  Percy  
strikes  a  balance  between  emphasis  on  the  individual  and  emphasis  on  community,  until  
the  two  become  practically  inseparable,  and  the  sickness  of  the  one  is  indicative  of  the  
sickness  for  the  other,  and  the  cure  of  the  one  hints  at  the  possible  cure  for  the  other  as  
well.  
In  the  work  of  Tim  Gautreaux,  whose  entire  fictional  corpus  is  post-Vatican  II,  we  
find  the  scale  beginning  to  be  tipped  in  the  other  direction.  Although  his  focus  is  still  on  
the  individual  (Gautreaux  is  often  commended  for  his  strong  characterization),  
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*DXWUHDX[¶VZRUNGRHVQRWSULPDULO\FRQFHUQLWVHOIZLWKWKHLQGLYLGXDO¶VSXUVXLWRI
salvation,  but  rather  with  the  interactions  between  the  individual  and  his  community  ±  
how  a  person  is  shaped  by  the  culture  in  which  he  lives,  and  how  he  in  turn  can  reshape  
his  community  with  his  choices.  Nevertheless,  his  work  is  still  deeply  Catholic,  since  the  
broad  themes  of  his  novels  are  profoundly  shaped  by  Catholic  social  teaching,  
SDUWLFXODUO\WKH&KXUFK¶VVWDQFHRQZDUDQGYLROHQFH,WZRXOGEHKDUGWRLQGLFW
*DXWUHDX[¶VZRUNIRUEHLQJLQ0F&DQQDQG6]DOD\¶VWerms,  insufficiently  engaged  with  
WKHVRFLDOZRUOG,QKLVZRUNZHFDQVHHWKHIUXLWVRIWKH9DWLFDQ,,µWXUQWRZDUGVWKH
ZRUOG¶±  KLVILFWLRQLVHPEOHPDWLFRIWKH$PHULFDQ&DWKROLF&KXUFK¶VSRVW-Vatican  II  
position  vis-à-vis  the  modern  world,  which  Jay  'RODQGHVFULEHVDV³DQHUDZKHQLVVXHVRI
VRFLDOMXVWLFHEHFDPHSDUDPRXQW´ Search  201).  
*DXWUHDX[¶VVWRULHVIHDWXUHPRPHQWVRIYLROHQFHWKDWDUHRQWKHVXUIDFHYHU\
2¶&RQQRU-like,  yet  WKH\KDYHDGLIIHUHQWXQGHUO\LQJVLJQLILFDQFH8OWLPDWHO\*DXWUHDX[¶s  
work,  drawing  on  Post-Vatican  II  Catholic  social  teaching,  critiques  violence  as  both  a  
social,  and  literary,  tool.  In  particular,  the  structure  of  The  Missing  (2009),  his  most  
recent  novel,  creates  a  dynamic  in  which  the  reader  expects,  and  even  desires,  a  violent  
climax,  but  instead  of  fulfilling  this  desire  it  leaves  us  questioning  both  why  we  desire  to  
see  violence  carried  out  and  why  the  violence  that  is  present  is  not  necessarily  
WUDQVIRUPDWLYHRUUHGHPSWLYH:KLOHLQ2¶&RQQRU¶VZRUNYLROHQFHLVDOmost  always  an  
RSSRUWXQLW\IRUJUDFH*DXWUHDX[¶VILFWLRQVHHPVWRRSHUDWHRQDQLQYHUVHSULQFLSDOZKHUH
the  withholding  of  violence  becomes  a  moment  of  sanctification.  At  the  same  time,  I  
FRQWHQGWKDWZKLOH*DXWUHDX[¶VILFWLRQSRUWUD\VDPRUHSDODWDEOHXnderstanding  of  
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violence,  it  lacks  much  of  the  truly  transformative  properties  that  are  found  in  
2¶&RQQRU¶VZRUN,Q*DXWUHDX[¶VILFWLRQWKHIXQGDPHQWDOTXHVWLRQVDERXWWKHPHDQLQJRI
life  and  humanit\¶VSURSHUUHODWLRQVKLSWR*RGare  elided  in  favor  of  more  practical  
questions;;  for  Gautreaux,  the  fundamental  queVWLRQLVQRWµ:K\DUHZHKHUH"¶  EXWµ+RZ
VKRXOG,OLYH"¶  
,WLVLQWKLVMX[WDSRVLWLRQRI*DXWUHDX[¶VPRUHVRFLDOO\FRQVFLRXVILFWLRQDQG
2¶&RQQRU¶VPHWDSK\VLFDOFRQFHUQVWKDW,SRVLWLRQ3HUF\¶VZRUN,  because  it  occupies  a  
middle  ground  between  these  two  poles.  Repeatedly,  in  both  his  nonfiction  and  his  
fiction,  Percy  stakes  out  a  position  that  unites  the  metaphysical  and  social/  cultural  
realms,  and  his  treatment,  and  understanding,  of  violence  is  a  crucial  factor  in  bringing  
these  realms  into  contact.  
Walker  Percy  as  Liminal  Catholic  
Kieran  Quinlan,  in  Walker  Percy:  The  Last  Catholic  Novelist  (1996),  argues  that  
Walker  Percy  marks  the  end  of  an  era,  because  no  Catholic  writer  after  Percy  could  ever  
EHDV³LPPHUVHGLQWKHWHFKQLFDOLWLHVRIDSKLORVRSKLFDODQGWKHRORJLFDO&DWKROLFLVP´WKDW
shaped  the  pre-conciliar  Catholic  Church,  and  he  contends  that  a  Catholic  worldview  
such  as  PerF\¶V³LVQRORQJHUYLDEOH´LQWKHSRVWPRGHUQZRUOG  4XLQODQLVFRUUHFWWKDW
the  Catholic  writers  who  come  after  Percy  are  almost  certainly  not  shaped  by  the  same  
theologians  or  philosophers,  and  that  Catholics  who  came  of  age  in  the  Post-Vatican  II  
Catholic  Church  have,  in  a  sense,  a  very  different  experience  of  what  it  means  to  be  
&DWKROLFSDUWLFXODUO\LQWHUPVRI&DWKROLFLVP¶VVWDQFHWRZDUGVWKHPRGHUQZRUOG%XW
this  is  not  to  say  that  post-Vatican  II  Catholic  fiction  does  not  exist,  only  that  it  exists  in  a  
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different  fashion,  and  both  its  form  and  content  contain  elements  that  differentiate  it  from  
pre-Vatican  II  fiction.  Rather  than  position  Percy  as  the  last  of  the  old  guard,  though,  I  
prefer  to  see  him,  like  many  of  his  characters,  as  occupying  a  liminal  space  between  
GLIIHUHQWZRUOGVDQGGLIIHUHQWZD\VRIXQGHUVWDQGLQJRQHVHOI+HOLNH2¶&RQQRU*UHHQH
DQG:DXJKLVIRFXVHGRQDQLQGLYLGXDOFKDUDFWHU¶VVDOYDWLRQEXWXQOLNHWKHVHHDUOLHU
ZULWHUV3HUF\¶VYLVLRQRIVDOYDWLRQLVQRWSULPDULO\LQGividualistic.6  3HUF\¶VFKDUDFWHUVDUH
alienated  searchers  after  meaning,  but  they  fail  to  find  ultimate  meaning  in  the  direct  
relation  between  themselves  and  God.  Rather,  what  insight  they  come  to  is  relational;;  
they  are  not,  and  cannot  be,  redeemed  in  isolation.    
4XLQODQLVULJKWWKDW3HUF\¶VWKHRORJ\ZDVVKDSHGE\WKHQHR-Thomism  that  was  
so  influential  in  the  first  half  of  the  twentieth  century  and  that  he  had  little  use  for  the  
more  progressive,  or  radical,  theology  of  his  mature  years.  In  an  interview,  Percy  named  
5RPDQR*XDUGLQL-DFTXHV0DULWDLQDQG.DUO5DKQHUDVWKH³UHFHQWWKHRORJLDQVZKR¶YH
PHDQWWKHPRVWWRPH´DQGKHFDOOHG+DQV.üng  and  Edward  Schillebeeckx  ³QXWW\
KHWHURGR[SULHVWV«ZKR,¶PQRWVXUHDUH&KULVWLDQV´ More  Conversations  117-18).  But  
while  he  is  the  last  exemplar  of  a  certain  type  of  Catholic  novelist,  formed  by  pre-Vatican  
II  theologians  and  philosophers,  he  is  also  the  first  American  Catholic  writer  that  we  can  

                                                                                                                      
6

  ,Q*UHHQH¶VQRYHOVRQHFKDUDFWHU¶VVDOYDWLRQ RUGDPQDWLRQ UDGLDWHVRXWZDUGVWRWRXFKRQWKHOLYHVRI
those  around  him  or  her  -  think  particularly  of  SaUDK¶VFRQYHUVLRQDQGLWVLPSDFWRQ%HQGUL[LQThe  End  of  
the  AffairRUWKH:KLVNH\3ULHVW¶VGHDWKDQGLWVVXEVHTXHQWHIIHFWRQWKHFKLOGZKRUHMHFWVWKHOLHXWHQHQW
and  his  weapon  at  the  end  of  The  Power  and  the  Glory,QERWKLQVWDQFHVRQHLQGLYLGXDO¶Vsanctity  does  
become  connected  to  that  of  the  whole  community,  which  is  a  manifestation  of  the  Catholic  concept  of  the  
communion  of  saints,  but  in  both  of  these  instances  the  primary  focus  of  the  novel  is  still  on  the  
SURWDJRQLVW¶VMRXUQH\WRZDUGVVDOYDWLRn.  
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consider  as  being  engaged  with  postmodernist  concerns.7  3HUF\¶VWKHology  is  not  
postmodern,  but  his  fictional  interests  share  a  great  deal  with  his  contemporary  
postmodern  writers,  including  the  anxiety  over  the  ability  of  language  to  convey  
meaning,  as  well  as  interest  in,  and  concern  over,  the  proliferation  of  media  and  its  effect  
on  consciousness.  Postmodernism  is  notoriously  difficult  to  categorize,  but  its  generally  
agreed  upon  WUDLWVLQFOXGH³IUDJPHQWDWLRQLQGHWHUPLQacy,  and  intense  distrust  of  all  
XQLYHUVDORUµWRWDOL]LQJ¶GLVFRXUVHV,´DORQJZLWKWKHUHMHFWLRQRI³EHOLHILQOLQHDUSURJUHVV
absolute  truths,  the  rational  planning  of  ideal  social  orders,  and  the  standardization  of  
NQRZOHGJHDQGSURGXFWLRQ´(Harvey  9).  Terry  Eagleton  writes  that  postmodernism  
VLJQDOV³WKHGHDWKRI«µPHWDQDUUDWLYHV¶´DQGhe  declares  that  in  the  postmodern  world,  
³VFLHQFHDQGSKLORVRSK\PXVWMHWWLVRQWKHLUJUDQGLRVHPHWDSK\VLFDOFODLPVDQGYLHZ
WKHPVHOYHVPRUHPRGHVWO\DVMXVWDQRWKHUVHWRIQDUUDWLYHV´ 194).    
While  it  may  seem  paradoxical  to  declare  a  writer  a  postmodern  Catholic,  since  
&DWKROLFLVPLVFOHDUO\DµPHWDQDUUDWLYH¶DQGSRVWPRGHUQLVPUHMHFWVDOOVXFKFODLPVWR
universal  truth,8  3HUF\¶VZRUNLQYHVWLJDWHVWKLVYHU\SDUDGR[PRVWQRWDEO\LQLancelot,  as  
I  will  discuss  below.  And  Percy,  while  not  embracing  Derridean  deconstruction,  was  
GHHSO\LQWHUHVWHGLQWKHµOLQJXLVWLFWXUQ¶LQOLWHUDU\VWXGLHVKLVVWXG\RIOLQJXLVWLFVZKLFK
appears  in  both  his  non-fiction  and  fiction  (particularly  The  Second  Coming),  engages  
                                                                                                                      
7

  I  would  argue  that  Muriel  Spark  is  the  first  Catholic  writer  who  can  rightly  be  discussed  as  a  
postmodernist,  since  The  Comforters  (1957),  which  deals  with  postmodern  questions  of  authenticity  and  
representation,  predates  The  Moviegoer  (1961).  
  
8
  It  is  important  to  note  that  postmodernism  does  not  preclude  the  possibility  of  universal  truth;;  rather,  it  
precludes  the  possibility  that  an  individual  can  claim  to  definitively  know  such  a  truth,  or  to  impose  such  a  
truth  claim  on  another  person.  
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ZLWKSRVWVWUXFWXUDOLVPRQLWVRZQWHUPV3HUF\¶VILFWion,  like  many  a  postmodern  novel,  
presents  a  world  in  which  things  are  falling  apart  and  where  the  center  has  failed  to  hold,  
but  rather  than  trying  to  revert  to  an  idealized  past,  or  gathering  together  the  remnants  of  
a  defunct  culture,9  it  acknowledges  that  the  past  is  irretrievably  lost,  and  that  we  must,  as  
a  society,  search  for  something  new,  while  resisting  top-down  solutions  that  are  overtly  
dogmatic  or  proscriptive.  
7KLVODVWHOHPHQWLV\HWRQHPRUHH[DPSOHRI3HUF\¶VFRQWUDGLFWLRQV3HUF\¶V
fiction,  as  I  will  show,  provides  hints  that  Catholicism  offers  some  solution  to  the  
problems  of  contemporary  society,  but  what  Percy  champions  in  Catholicism  is  not  its  
hierarchical  structure  and  institutions,  but  rather  its  sacramentality  and  the  way  it  
provides  communion  between  isolated  individuals.  Even  as  he  points  towards  these  
Catholic  elements,  though,  his  work  resists  the  urge  to  didacticism;;  his  characters  are  
searching  for  these  things,  and  even  when  they  find  them,  Percy  takes  care  to  not  
overemphasize  the  religious  aspects  of  either  the  seeking  or  the  finding.  This  is  somewhat  
surprising  since  Percy,  at  least  early  in  his  career,  had  a  very  definitive  view  of  the  goals  
for  his  fiction.  In  an  early  letter  to  his  mentor  Caroline  Gordon,10  KHVWDWHG³:KDW,UHDOO\
want  to  do  is  tell  people  what  they  must  do  and  what  they  must  believe  if  they  want  to  
live,´  and  he  went  on  to  WHOOKHUKHWKRXJKWKLVQH[WQRYHOZRXOG³EHPDLQO\JLYHQWRass-
                                                                                                                      
9

  PerF\¶VZRUNLQLWVGHSLFWLRQRIDZRUOGZKHUHWKLQJVhave  fallen  apart,  clearly  shares  many  thematic    
concerns  with  the  modernists  as  well,  but  unlike  the  many  modernists  who  turned  toward  the  past  for  
answers,  such  as  Yeats  and  his  turn  towards  Celtic  history  or  Eliot  and  his  ³IUDJPHQWV«VKRUHGDJDLQVWP\
UXLQV´3HUF\UHMHFWVVXFKDQRVWDOJLFPRYH  
  
10
  Dated  April  6,  1962.  
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NLFNLQJIRU-HVXV¶VDNH´ quoted  in  Tolson  300-301,  italics  in  original).  Part  of  this  claim  
can  be  attributed  to  his  zeal  as  a  relatively  recent  convert  to  Catholicism,  and  in  his  later  
years  he  would  back  away  from  making  such  strongly  authoritarian  assertions  regarding  
his  fiction,  but  throughout  his  career  he  maintained  a  strong  sense  both  for  what  was  
wrong  with  the  modern  world  and  how  these  problems  could  be  overcome.11  Even  as  he  
ZHQWDERXWGUDIWLQJKLVµDVV-NLFNLQJ¶QRYHOVthough,  he  refrained  from  allowing  their  
religious  message  to  overwhelm  the  QDUUDWLYH3HUF\¶VQRYHOVHQDFWZKDW-RKQ6\NHV
XVLQJ.LHUNHJDDUG¶VWHUPLQRORJ\GHVFULEHVDV³LQGLUHFWFRPPXQLFDWLRQ´LQZKLFKWKH
ZULWHU³DWWHPSWVWROHDGWKHUHDGHUWRWKHYHUJHRIDGLVFRYHU\WKDWWKHUHDGHUPD\RUPD\
not  make.  The  discovery  is  one  the  writer  has  already  made,  and  in  that  sense  the  writer  
has  led  the  reader  directly  to  it.  But  in  a  deeper  sense,  the  revelation  by  its  very  nature  is  
SULYDWHDQGLQYRNHVWKHDJHQF\RIWKHUHDGHU´  :KLOHLWLVSRVVLEOHWRSHUIRUPVWURQJ
authoritarian  readings  of  his  work,  their  form  resists  such  classification.  They  remain  
open-ended  and  ambiguous,  thereby  allowing,  perhaps  demanding,  that  the  reader  make  
the  final  judgment  calls  regarding  what  has  happened  within  the  framework  of  the  novel.    
There  LVRQHVHQVHWKRXJKLQZKLFK3HUF\¶VQRYHOVDUHXQDPELJXRXV
Throughout  his  fictional  oeuvre,  he  remains  consistent  in  his  attempt  to  diagnose  what  is  
ZURQJZLWKWKHPRGHUQZRUOGDQGWKLVLVZKHUH3HUF\¶VXVHRIILFWLRQDOYLROHQFH
provides  an  important  DFFHVVSRLQWWRKLVWKHPDWLFFRQFHUQV9LROHQFHSHUYDGHV3HUF\¶V
                                                                                                                      
11

  3HUF\¶VQRQILFWLRQSURYLGHVPRUHRYHUWH[DPSOHVRIWKHVHWHQGHQFLHVEXWZKLOHKHPD\H[SODLQERWKKLV
critique  of  society  and  his  understanding  of  possible  solutions  more  clearly  in  The  Message  in  the  Bottle  
(1975)  and  Lost  in  the  Cosmos  (1983)  than  in  his  novels,  both  his  fiction  and  his  nonfiction  manifest  the  
same  worldview.  The  primary  difference  is  that  in  his  fiction,  Percy  is  interested  in  depicting  the  problem  
and  possible  solutions,  not  explaining  them.    
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novels,  and  it  comes  in  two  broad  categories:  the  largely  impersonal  violence  that  is  a  
product  of  widespread  social  and  cultural  ills,  which  in  turn  can  be  attributed  to  the  
ascendancy  of  the  PHWDQDUUDWLYHVRIVFLHQFHDQGGHKXPDQL]HGµSURJUHVV¶DQGWKH
intensely  personal,  self-GLUHFWHGVXLFLGDOYLROHQFHWKDWLVDSURGXFWRIDQLQGLYLGXDO¶V
IHHOLQJVRIPHDQLQJOHVVQHVV /DQFHORW/DPDU¶VKRPLFLGDOYLROHQFHLQLancelot,  is  a  
different  manifestation  of  these  same  two  root  causes).  Both  of  these  types  of  violence  
UHODWHWR3HUF\¶VFULWLTXHRIFRQWHPSRUDU\VRFLHW\3HUF\H[SODLQHGKLVYLVLRQRIPRGHUQ
America  in  a  number  of  places,  and  it  changes  little  over  the  course  of  his  career.  In  1978,  
he  wrote:  
7KH$PHULFDQQRYHOLVWVVHHPVWREHVD\LQJ«WKDWVRPHWKLQJKDVJRQHEDGO\
wrong  with  Americans  and  with  American  life,  indeed  modern  life,  and  that  
people  are  suffering  from  a  deep  dislocation  in  their  lives,  alienation  from  
themselves,  dehumanization,  and  so  on  ±  DQG,¶PQRWWDONLQJDERXWSRYHUW\UDFLDO
GLVFULPLQDWLRQDQGZRPHQ¶VULJKWV,¶PWDONLQJDERXWWKHPDODLVHZKLFKVHHPVWR
overtake  the  very  people  who  seem  to  have  escaped  these  material  and  social  evils  
±  the  successful  middle  class.  What  engages  WKHQRYHOLVW¶VDWWHQWLRQLVQRWWKH
6QRSHVHVRUWKHGHQL]HQVRI7REDFFR5RDGRU)ODQQHU\2¶&RQQRU¶VKDOI-mad  
backwoods  preachers  or  a  black  underclass.  It  is  rather  the  very  people  who  have  
overcome  these  particular  predicaments  and  find  themselves  living  happily  ever  
after  in  their  comfortable  exurban  houses  and  condominiums.  Or  is  it  happily  ever  
after?  Either  the  novelists  are  all  crazy  or  something  has  gone  badly  wrong  here,  
something  which  has  nothing  to  do  with  poverty  or  blackness  or  whiteness.    
(Signposts  36)  
  
3HUF\¶VFULWLTXHRIWKHPRGHUQDJHZDVVKDSHGE\DYDULHW\RILQIOXHQFHV
including  his  reading  of  such  existentialist  thinkers  as  Kierkegaard,  Sartre,  Camus,  and  
Dostoevsky,12  but  his  worldview  was  also  shaped  by  the  Catholic  intellectual  tradition.  In  
particular,  I  want  to  focus  on  the  influence  of  Romano  Guardini,  who,  as  discussed  in  
                                                                                                                      
12

  6HH/XVFKHL&KDSWHU³6RPH/LJKWIURPWKH([LVWHQWLDOLVWV´DQG'HVPRQG¶V,QWURGXFWLRQWRWalker  
3HUF\¶V6HDUFKIRU&RPPXQLW\IRUDWKRURXJKH[DPLQDWLRQRI3HUF\¶VLQIOXHQFHs.    
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&KDSWHU7ZRZDVDOVRDSURIRXQGLQIOXHQFHRQ2¶&RQQRU¶VZRUOGYLHZEHFDXVHWKHUHLV
DQLPSRUWDQWGLVWLQFWLRQWREHPDGHEHWZHHQWKHZD\*XDUGLQL¶VZRUNDIIHFWHG  both  
authors,  and  this  distinction  will  help  to  clarify  my  reading  of  Percy  as  both  a  traditional  
DQGDQHZNLQGRI&DWKROLFDXWKRU$VZHKDYHVHHQ2¶&RQQRUPRVWIUHTXHQWO\SUDLVHG
*XDUGLQL¶VThe  LordDQGWKLVZRUNLVSULPDULO\DERXWWKHLQGLYLGXDO¶VUelationship  with  
the  person  of  Jesus  Christ;;  it  is  an  example  of  kerygmatic  theology,  a  way  of  
understanding  God  that  is  based  not  primarily  on  doctrine  but  on  a  personal  relationship  
³ZLWKWKHOLYLQJ&KULVWZKRLVSUHVHQWWRSHRSOHRIHYHU\DJH´ .ULHJ8).  It  makes  sense  
WKDWWKLVZRUNUHVRQDWHGZLWK2¶&RQQRUZKRVHRZQILFWLon  emphasizes  the  
individualized  relationship  between  human  and  the  divine.  Percy,  though,  used  a  passage  
IURP*XDUGLQL¶VThe  End  of  the  Modern  World  as  the  epigraph  to  his  second  novel,  The  
Last  Gentleman,  and  when  Percy  writes  or  speaks  about  Guardini,  he  seems  to  be  
referring  to  this  work,  or  at  least  to  the  worldview  that  Guardini  displays  within  it.  In  a  
1984  interview,  when  questioned  about  the  existential  nature  of  his  fiction,  Percy  steers  
WKHFRQYHUVDWLRQWR*XDUGLQL¶VZRUOGYLHZZKLFKPLJKWEHWHUPHGDIRUPRI&KULVWLDQ
existentialism:    
He  [Guardini]  is  talking  about  an  existential  predicament.  He  says  we  are  living  in  
a  post-Christian  world  where  people  are  alone  but  he  also  says,  and  this  is  an  
LPSRUWDQWWKLQJLW¶VWKHZRUOGZKHUHWKHUHLVOHVVGHFHSWLRQSHRSOHDUHDORQHDQG
yet,  they  are  capable  of  forming  true  relationships.  One  lonely  person  finds  
another  lonely  person.  From  this  very  loneliness,  this  existential  alienation,  there  
is  possible  a  true  communion,  which  in  a  way  is  even  better  than  it  used  to  be,  
when  everybody  lived  in  the  same  system,  everybody  understood  one  another,  
say,  in  the  nineteenth  century  Europe.    (More  Conversations  74)  
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This  description  of  alienation,  loneliness  and  possible  connection  comes  directly  
from  The  End  of  the  Modern  World,  which  in  both  tone  and  format  is  a  very  different  
work  from  The  Lord.  While  GuardiQL¶VHVVHQWLDOZRUOGYLHZUHPDLQVFRQVLVWHQW
throughout,  the  two  works  serve  distinct  functions.  The  End  of  the  Modern  World  is  an  
DVVHVVPHQWRIWKHVWDWHRIVRFLHW\QRWRIDQLQGLYLGXDO¶VUHODWLRQVKLSWR&KULVW7KDW3HUF\
was  drawn  to  this  work  of  social  commentary  says  a  great  deal  about  his  fictional  project,  
which  is  in  large  part  a  critique  not  of  the  individual  but  of  modernity  as  a  whole,  and  the  
way  the  problems  of  PRGHUQLW\DIIHFWWKHLQGLYLGXDO¶VVHQVHRIVHOI3HUF\¶V
understanding  of  the  modern  age  as  being  defined  by  the  loss  of  common  consensus,  loss  
RIIDLWKDQGWKHSXUVXLWRISOHDVXUHDVWKHKLJKHVWJRRGDOOKDYHDQDORJXHVLQ*XDUGLQL¶V
assessment  of  the  modern  world.    
There  are  a  number  of  places  in  The  End  of  the  Modern  World  where  GuardiQL¶V
worGVFORVHO\SDUDOOHO3HUF\¶VRZQ  DQGZLOOKHOSWRLOOXPLQDWH3HUF\¶VILFWLRQ*XDUGLQL
ZULWHVWKDW³WKHH[SHULHQFHRIPRGHUQPDQ´HQWDLOV³PDQ¶VORVVRIKLVREMHFWLYHVHQVHRI
EHORQJLQJWRH[LVWHQFH´DQGWKDWWKLVUHVXOWVLQ³PRGHUQDQ[LHW\´ZKLFK³DULVHVIURP
PDQ¶VGHHS-VHDWHGFRQVFLRXVQHVVWKDWKHODFNVHLWKHUDµUHDO¶RUDV\PEROLFSODFHLQ
reality.  In  spite  of  his  actual  position  on  earth  he  is  a  being  without  security.  The  very  
QHHGVRIPDQ¶VVHQVHVDUHOHIWXQVDWLVILHGVLQFHKHKDVFHDVHGWRexperience  a  world  
ZKLFKJXDUDQWHHVKLPDSODFHLQWKHWRWDOVFKHPHRIH[LVWHQFH´ -35).  This  depiction  of  
WKHDQ[LRXVGLVSODFHGLQGLYLGXDOLVFKDUDFWHULVWLFRIDOORI3HUF\¶VSURWDJRQLVWVZKRVH
ILFWLRQDOMRXUQH\VHQWDLOWKHVHDUFKIRUERWKD³µUHDO¶DQGV\PEROLFSODFH´LQWKHLUZRUOGV    
Guardini  contends  that  most  anxious,  alienated  moderns  end  up  as  examples  of  what  he  
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WHUPV³PDVVPDQ´ZKLFKKHGHILQHVDVDQLQGLYLGXDOZKR³KDVQRGHVLUHIRU
independence  or  originality  in  either  the  management  or  coQGXFWRIKLVOLIH«7RHLWKHUD
greater  or  a  lesser  degree  mass  man  is  convinced  that  his  conformity  is  both  reasonable  
DQGULJKW´  0RVWRI3HUF\¶VSURWDJRQLVWVDUH³PDVVPHQ´%LQ[%ROOLQJIRULQVWDQFH
describes  himself  at  the  beginning  of  The  Moviegoer  DV³DPRGHOWHQDQWDQGDPRGHO
FLWL]HQDQG>,@WDNHSOHDVXUHLQGRLQJDOOWKDWLVH[SHFWHGRIPH´  2QHFDQUHDG3HUF\¶V
QRYHOVDVEHLQJSULPDULO\DERXW³PDVVPHQ´ZKRDUe  awoken  to  self-consciousness,  
usually  through  an  act  of  violence,  and  who  subsequently  come  to  reject  conformity  but  
struggle  to  find  an  adequate  replacement.  
For  Guardini,  as  both  The  Lord  and  The  End  of  the  Modern  World  show,  the  only  
adequate  and  sufficient  source  of  meaning  in  the  contemporary  age  is  grounded  in  a  total  
reliance  on  God.  Guardini  sees  a  renewed  form  of  Christianity  as  the  solution  to  the  
problems  of  the  new  age,  but  in  his  view  this  new  Christianity  will  be  distinct  from  
contemporary  Christianity,  for  while  it  is  contiguous  with  the  traditions  of  Christianity,  it  
ZLOO³RQFHDJDLQQHHGWRSURYHLWVHOIGHOLEHUDWHO\DVDIDLWKZKLFKLVQRWVHOI-evident;;  it  
will  be  forced  to  distinguish  itself  more  sharply  from  a  dominant  non-&KULVWLDQHWKRV«$W
WKHIRUHIURQWRI&KULVWLDQOLIHPDQ¶VREHGLHQFHWR*RGZLOODVVHUWLWVHlf  with  a  new  
SRZHU´ - 0DQ¶VIDLWKDQGREHGLHQFHWR*RGZLOOJURXQGKLPDQG³SHUPLWKLPWR
remain  a  vital  person  within  the  mounting  loneliness  of  the  future,  a  loneliness  
H[SHULHQFHGLQWKHYHU\PLGVWRIWKHPDVVHVDQGDOOWKHLURUJDQL]DWLRQV´ 8).  Percy  is  
particularly  adept  at  depicting  this  loneliness,  but  while  his  novels  do  usually  show  his  
protagonists  finding  a  way  beyond  this  loneliness,  they  do  not  have  the  same  surety  of  
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UHOLJLRXVYLVLRQWKDW*XDUGLQLGHPRQVWUDWHV3HUF\¶VQRYHOVXVXDOOy  end  with  some  
instantiation  of  faith,  but  it  is  tenuous  at  best,  and  lacks  the  assertiveness  that  Guardini  
indicates  is  necessary  to  combat  the  modern  malaise.      
The  End  of  the  Modern  World  concludes  with  a  vision  of  a  smaller,  more  
committed  Christian  society,  where  love  is  revitalized,  primarily  because  this  love  is  
grounded  in  a  personal  devotion,  and  obedience,  to  God.  Percy  uses  a  selection  from  this  
conclusion  as  an  epigraph  to  The  Last  Gentleman:  
«:HNQRZWKDWWKHPRGHUQZRUOGLVFRPLQJWRDQHQG«Dt  the  same  time,  the  
unbeliever  will  emerge  from  the  fogs  of  secularism.  He  will  cease  to  reap  benefit  
from  the  values  and  forces  developed  by  the  very  Revelation  that  he  denies«
Loneliness  in  faith  will  be  terrible.  Love  will  disappear  from  the  face  of  the  public  
world,  but  the  more  precious  will  that  love  be  which  flows  from  one  lonely  person  
to  another«WKHZRUOGWRFRPHZLOOEHILOOHGZLWKDQLPRVLW\DQGGDQJHUEXWLWZLOO
be  a  world  open  and  clean.      
  
This  epigraph  is  a  collage  of  passages  culled  from  The  End  of  the  Modern  World,  
ranging  over  more  than  50  pages  of  text.13  What  Percy  chooses  to  include  here,  and  what  
he  leaves  out,  are  informative.  Percy  selects  passages  that  emphasize  the  sense  of  an  
ending  and  the  existential  loneliness  that  this  entails,  along  with  a  corrective  to  this  
loneliness  IRXQGYLDWKHORYH³ZKLFKIORZVIURPRQHORQHO\SHUVRQWRDQRWKHU´XVKHULQJ
LQDQHZ³RSHQDQGFOHDQ´ZRUOGWKHVHVHOHFWLRQVHQFDSVXODWH3HUF\¶VWKHPDWLF
concerns,  while  at  the  same  time  eliding  one  of,  if  not  theFHQWUDOWKHPHRI*XDUGLQL¶V
ZRUNWKHFRPLQJLPSRUWDQFHRIPDQ¶V³XQFRQGLWLRQDOREHGLHQFHWR*RG´  ZKLFK
makes  the  love  between  individuals  of  faith  possible.  *XDUGLQL¶VRULJLQDOVHQWHQFHUHDGV
³/RYHZLOOGLVDSSHDUIURPWKHIDFHRIWKHSXEOLFZRUOGEXWWKHPRUHSUHFLRXVZLOOWKDW
                                                                                                                      
13

  The  selections  are,  in  order,  from  pages  50,  101,  108-09,  and  105.  
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love  be  which  flows  from  one  lonely  person  to  another  involving  a  courage  of  the  heart  
ERUQIURPWKHLPPHGLDF\RIWKHORYHRI*RGDVLWZDVPDGHNQRZQLQ&KULVW´DQGWKLVLV
but  one  of  many  passages  where  Guardini  foregrounds  the  inextractibility  of  God  and  
Christ  from  the  only  hope  he  sees  for  the  future.  Percy,  though,  hints  at  a  different  
solution,  one  that  includes  the  possibility,  but  not  the  necessity,  of  faith.  3HUF\¶VILFWLRQ
OLNH*XDUGLQL¶VZRUN  emphasizes  what  has  gone  wrong  with  the  modern  world,  but  Percy  
points  toward  reODWLRQVKLSVUDWKHUWKDQWKHWRWDOVXUUHQGHURIRQH¶VZLOOWR*RGDVWKH
primary  solution  to  these  problems.    
This  dynamic  is  most  evident  in  the  conclusions  of  his  novels,  where  Percy  
repeatedly  demonstrates  an  uneasy  accommodation  between  faith  and  doubt;;  within  his  
fiction  there  is  no  such  thing  as  absolute  certainty.  Faith  is  clearly  important  for  Percy,  
and  for  his  characters,  but  it  is  primarily  relational.  John  Desmond,  in  :DONHU3HUF\¶V
Search  for  CommunitySHUVXDVLYHO\PDNHVWKHFDVHWKDW³DOORI  3HUF\¶VILFWLRQVVKRZD
movement  toward  some  genuine  community  as  the  novel  ends,  even  if  only  between  two  
people,  a  solitude  a  deuxZKLFKLVIRU3HUF\WKHEHGURFNRIDOOKXPDQFRPPXQLW\´  
Desmond  goes  on  to  explain  that  for  Percy,  community  is  an  ontological  necessity  
because  ³ZHDUHVWUXFWXUHGWRIXOILOORXUQDWXUHVQRWLQGLYLGXDOLVWLFDOO\EXWWKURXJK
UHODWLRQVKLSVWKURXJKFRPPXQLW\´  DQGWKDWDOO  true  communities  are  an  imitation  of  
the  mystical  communion  embodied  in  the  Trinity.  Many  of  PerF\¶VQRYHOVHQGZLWK
moments  of  community,  or  shared  love  between  lonely  individuals,  and  it  is  possible  to  
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view  this  community  as  an  instantiation  of  a  sacramental  communion,14  but  this  
connection  is  never  fully  explained.  WKLOH3HUF\¶VQRYHOVGRpoint  to  community  and  
communion  as  solutions  to  the  problems  of  modernity,  we  never  see  his  protagonists  
surrendering  their  will  in  obedience  to  God.    
3HUF\¶VUHVLVWDQFHWR*XDUGLQL¶VSRVLWLRQRQXQFRQGLWLRQDOREHGLHQFHWR*RG
might  strike  us  as  surprising,  since  he  UHSHDWHGO\FLWHG*DXUGLQL¶Vworldview  as  an  
influence  on  his  own  writing,15  EXW,VHHLWDVSHUIHFWO\LQNHHSLQJZLWK3HUF\¶V
SRVWPRGHUQILFWLRQDOFRQFHUQV:KLOH)ODQQHU\2¶&RQQRUVDZPDQ¶VLQIODWHGVHQVHRI
self  to  be  a  central  problem  of  modernity,  for  Percy,  the  problem  was  not  that  man  put  too  
much  faith  in  himself,  but  rather  that  he  was  too  willing  to  surrender  his  own  autonomy  
to  systems  of  belief  that  he  spent  little  to  no  time  interrogating.16  In  particular,  Percy  was  
critical  of  what  he  saw  as  the  modern  tendency  to  believe  that  science  could  explain  
HYHU\WKLQJDQGZKLOHWKLVµVFLHQWLVP¶ZDVKLVSULPDU\WDUJHW3HUF\¶VZRUNLVFULWLFDORI
all  unreasoned,  fundamentalist  beliefs,  RUZKDW(DJOHWRQFDOOVµPHWD-QDUUDWLYHV¶3HUF\¶V
novels  are  about  the  search  for  meaning  and  understanding,  and  fundamentalist  beliefs  

                                                                                                                      
14

  )RUPRUHRQWKHFRQQHFWLRQEHWZHHQ3HUF\¶VXQGHUVWDQGLQJRIFRPPXQLW\DQGVDFUDPHQWDOLW\VHHWKH
LQWURGXFWLRQWR'HVPRQG¶VVWXG\'HVPRQGZULWHV³3HUF\¶VYLVLRQRIFRPPXQLW\ZDVFRPSOH[DQG
multifaceted.  At  its  root  is  a  theological  conception  of  community,  of  a  mystical  community  of  spiritual  
EHLQJVH[LVWLQJERWKZLWKLQDQGEH\RQGWLPHXQGHU*RG«%HOLHILQWKHGLYLQH:RUGPDGHIOHVKIRU
Percy,  is  the  central  truth  of  commXQLW\´    
  
15
  )RULQVWDQFHVLQZKLFK3HUF\FLWHV*XDUGLQL¶VLQIOXHQFHVHH  More  Conversations  with  Walker  Percy  
pages  74  and  118-118  and  Signposts  in  a  Strange  Land  page  208.  
  
16
  Lancelot  Lamar  is  an  exception  to  this;;  he  is  a  Percy  protagonist  who  certainly  has  too  much  faith  in  his  
own  intellect  and  abilities,  although  he,  too,  finally  surrenders  his  autonomy,  perhaps  unwittingly,  to  
unexamined  narratives,  as  discussed  below.  
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(including  religious  ones17)  preclude  any  such  searching.  In  a  very  real  sense,  this  is  why  
his  novels  rarely  have  clear,  well-defined  resolutions;;  such  a  resolution  would  negate  the  
necessity  of  a  search.  
To  be  clear,  though,  Percy  IRXQG³VFLHQWLVP´WREHWKHPRVWZLGHVSUHDGDQG
unacknowledged,  fundamentalism  in  FRQWHPSRUDU\$PHULFD6FLHQWLVPKHH[SODLQHG³LV
characterized  less  by  the  practice  of  a  method  of  discovery  and  knowing  than  by  what  can  
only  be  called  a  surrender  of  sovereignty  and  a  willingness  to  believe  almost  as  a  matter  
of  course  that  the  scientific  method  by  virtue  of  its  spectacular  triumphs  and  the  near  
magic  of  its  technology  can  be  extrapolated  to  a  quasi-religious  all-construing  
ZRUOGYLHZ´ Signposts  297).  Percy  contends  that  the  individual  who  believes  science  can  
answer  all  questions  and  solve  all  mysteries  is  a  sort  of  fundamentalist,  one  who  believes  
ZLWKRXWTXHVWLRQLQJWKHSUHPLVHVRUUHVXOWVRIRQH¶VEHOLHI:LWKLQWKHZRUOGRIKLV
fiction,  the  end  result  of  this  blind  faith  is  the  malaise  which  results  when  a  person  
VXUUHQGHUVRQH¶VVRYHUHLJQW\RYHURQHVHOIDQGHOLPLQDWHVWKHSRVVLELOLW\IRUP\Vtery.    
2QHREMHFWRI3HUF\¶VILFWLRQWKHQLVWRGHPRQVWUDWHWKHIODZVLQWKHIDLWKRI
scientism,  and  one  way  he  does  this  is  by  showing  the  violent  outcomes  of  this  belief  ±  
PRVWPHPRUDEO\LQWKH³)HGYLOOH´FRPSOH[WKDWDSSHDUVLQLove  in  the  Ruins  and  The  
Thanatos  SyndromeZKLFKLQFOXGHV³WKH%HKDYLRUDO,QVWLWXWHWKH*HULDWULFV&HQWHUDQG
WKH/RYH&OLQLF´ Ruins  14).  In  these  centers,  individuals  who  are  unhappy  are  subjected  
                                                                                                                      
17

  :KLOH3HUF\¶VQRYHOVGRXVXDOO\LQFOXGHDSULHVWRUDQXQZKRVHDFWLRQVDUHKHOGXSDVH[HPSODU\WKHVH
individuals  are  always  marginalized  figures  within  the  Catholic  Church.  Val  Vaught  is  working  alone  in  an  
isolated  and  forgotten  school  in  The  Last  Gentleman;;  Fr.  Smith  locks  himself  up  in  a  fire-tower  where  no  
one  can  reach  him  in  The  Thanatos  Syndrome;;  Percival  is  not  even  an  active  priest  for  most  of  Lancelot.  
They  are  hardly  representative  of  the  hierarchical  aspects  of  Catholicism.  
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to  behavioral  conditioning  in  order  to  recondition  them  to  be  exactly  like  oWKHU³QRUPDO´
individuals.  These  clinics  are  places  where  individual  human  lives  have  no  inherent  
meaning,  because  the  focus  of  scientific  thinking  is  not  about  the  individual  but  about  the  
group.  Both  Love  in  the  Ruins  and  The  Thanatos  Syndrome  portray  the  clinics  as  
totalitarian  machines,  willing  to  dispose  of  those  individuals  who  will  not  conform.  This  
is  particularly  apparent  in  The  Thanatos  Syndrome,  where  pedeuthanasia  and  
gereuthanasia  have  been  legally  sanctioned  by  the  Supreme  Court,  and  pharmacology  is  
the  new  widespread  means  of  controlling  human  behavior,  leading  to  decidedly  
subhuman  results.  
One  of  the  central  set  pieces  of  Love  in  the  Ruins  LOOXVWUDWHV3HUF\¶VFRQGHPQDWLRQ
of  scientism.  Tom  More  and  the  behaviorists  of  Fedville  hold  a  debate  about  whether  or  
QRWWRHXWKDQL]H0U,YHVDQHOGHUO\PDQZKRUHIXVHV³WRSDUWLFLSDWHLQWKHYDULRXV
UHFUHDWLRQDOHGXFDWLRQDOFUHDWLYHDQGJURXSDFWLYLWLHV´DWKLVJHULDWULFFRPPXQLW\WKH
*ROGHQ<HDUV&HQWHUDQGLQVWHDG³GHIHFDWH>V@RQ)OLUWDWLRQ:DON´DQG³XWWHU>V@JURVV
REVFHQLWLHVWR2KLRDQV´  XQWLOILQDOO\ODSVLQJLQWRDPXWHFDWDWRQLFVWDWH*LYHQKLV
unwillingness  to  participate,  and  his  resistance  to  reconditioning  via  the  Skinner  box,  the  
Fedville  doctors  want  to  send  him  to  the  Happy  Isle  Separation  Center,  where  he  would  
be  euthanized.  More  is  able  to  save  the  man  by  demonstrating  that  his  unwillingness  to  
VSHDNRUDFWGRHVQRWLQGLFDWHDQDEVHQFHRI³VHOIKRRG´  DQGWKDWKLVGHFLVLRQWR
³UHIXVHWRUHVSRQGDWDOO´WRWKH6NLQQHUbox  is  the  only  possible  response  to  
reconditioning  (234).  In  The  Thanatos  Syndrome,  Percy  takes  his  critique  of  the  kind  of  
scientism  embodied  by  Fedville  one  step  further,  linking  the  work  of  the  Fedville  
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VFLHQWLVWVWR1D]L*HUPDQ\)U6PLWK7RP0RUH¶V  friend  and  the  conscience  of  the  
QRYHOWHOOV0RUHWKDWKHLVSDUWRIWKH³ILUVWJHQHUDWLRQRIGRFWRUVLQWKHKLVWRU\RI
medicine  to  turn  their  backs  on  the  oath  of  Hippocrates  and  kill  millions  of  useless  old  
people,  unborn  children,  born  malformed  childUHQIRUWKHJRRGRIPDQNLQG´DQGKH
ZDUQVWKDWLQHYLWDEO\³\RX¶UHJRLQJWRHQGXSNLOOLQJ-HZV´ -28).  
A  Pattern  Established:  Violence  as  Precursor  to  Search  in  The  Moviegoer  
For  Percy,  scientism  leads  directly  to  institutionalized  murder  because  it  devalues  
individual  human  life;;  it  also  contributes  to  the  personal  sense  of  meaninglessness  that  he  
calls  the  modern  malaise.  This  process  is  evident  in  his  earliest  published  work,  The  
Moviegoer,  where  Binx  explains  that  in  his  early  days  he  was  an  advocate  of  scientism:  
³'XULQJWKRVH\HDUV,VWRRGRXWVLGHWKHXQLYHUVHDQGVRXJKWWRXQGHUVWDQGLW,OLYHGLQP\
URRPDVDQ$Q\RQHOLYLQJ$Q\ZKHUHDQGUHDGIXQGDPHQWDOERRNV«7KHJUHDWHst  success  
of  this  enterprise,  which  I  call  my  vertical  search,  came  one  night  when  I  sat  in  a  hotel  
room  in  Birmingham  and  read  a  book  called  The  Chemistry  of  Life.  When  I  finished  it,  it  
seemed  to  me  that  the  main  goals  of  my  search  were  reached  or  were  in  principle  
UHDFKDEOH´ Moviegoer  69- %XWDWWKDWPRPHQWKHUHDOL]HVWKHOLPLWVRIWKLVµYHUWLFDO¶
DSSURDFKWRXQGHUVWDQGLQJ³7KHRQO\GLIILFXOW\ZDVWKDWWKRXJKWKHXQLYHUVHZDV
GLVSRVHGRI,P\VHOIZDVOHIWRYHU´  ,QRWKHUZRUGVQRWKLQJWKDW  he  learned  could  
H[SODLQKLPVHOIRUDV3HUF\GHVFULEHGWKHSUHGLFDPHQWLQDLQWHUYLHZ³:KDWSHRSOH
GRQ¶WUHDOL]HLVWKDWWKHVFLHQWLILFPHWKRGKDVQRZD\RIXWWHULQJRQHZRUGDERXWDQ
LQGLYLGXDOFUHDWXUH«VFLHQFHLVRQO\LQWHUHVWHGLQ\RXVRIDUDs  you  are  like  another  class  
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of  people.  But  science  itself  cannot  utter  one  word  about  the  individual  self  in  so  far  as  it  
is  individual.  It  leaves  a  huge  left-RYHU´ More  Conversations  73).      
Binx,  rather  than  beginning  a  new  search  for  an  understanding  of  himself  as  an  
LQGLYLGXDOWXUQVDZD\IURPWKLVVRUWRIH[LVWHQWLDOTXHVWLRQDQGLQVWHDG³ZHQWRXWDQG
saw  a  movie  called  It  Happened  One  Night´  +HWXUQVWRWKHPRYLHVEHFDXVHWKH\
allow  him  to  elide  the  question  of  meaningfulness;;  they  provide  him  with  a  model  for  
living  that  is  all  surface  and  no  depth.  By  escaping  into  the  movies,  he  negates  the  need  to  
DQVZHUWKHTXHVWLRQVWKDWOLQJHUEHORZWKHVXUIDFHVXFKDVµZKDWGRHVLWPHDQWREH
DOLYH¶18  ±  for  most  of  his  life,  before  the  action  of  the  novel,  Binx  has  been  content  to  
ignore  this  lingering  question  in  favor  of  a  life  lived  easily  on  the  surface.  It  is  only  when  
KHLVFRQIURQWHGE\WKHFRPLQJGHDWKRIKLVEURWKHUDQGKLVFRXVLQ.DWH¶VVXLFLGDOXUJHV
that  he  begins  to  search,  again,  for  an  answer  to  the  question  that  he  did  not  want  to  face:  
³ZK\DP,KHUH"´  
3DUWRI%LQ[¶VGLIILFXOW\LVWKDWKHLQKDELWVDOLPLQDOVSDFHIDOOLQJEHWZHHQ
various  communities  and  identities,  he  lacks  any  place  to  truly  feel  connected  to  the  
world.  Binx  dwells  in  a  middle  ground  between  the  aristocratic,  stoic  gentility  of  his  
IDWKHU¶VIDPLO\DQGWKHIDLWK-filled,  down-to-eartKVHQVLELOLW\RIKLVPRWKHU¶VHe  lives  in  a  
kind  of  nowhere,  in-between  space  that  he  values  for  its  anonymousness  and  lack  of  
charm  (Moviegoer   $QGVROLNH3HUF\¶V0DQRQD7UDLQ³KHLVERWKLQWKHZRUOGKHLV
                                                                                                                      
18

  This  is  not  to  say  that  movies  cannot  probe  existential  questions,  but  Percy  is  sure  to  point  out  that  the  
PRYLHVWKDW%LQ[JRHVWRVHHVXEVWLWXWHHPSW\DQVZHUVWRWKHVHTXHVWLRQV³7KHPRYLHVDUHRQWRWKHVHDUFK
but  they  screw  it  up.  The  search  always  ends  in  despair.  They  like  to  show  a  fellow  coming  to  himself  in  a  
strange  place  ±  but  what  does  he  do?  He  takes  up  with  the  local  librarian,  sets  about  proving  to  the  local  
children  what  a  nice  fellow  he  is,  and  settles  down  with  a  vengeance.  In  two  weeks  time  he  is  so  sunk  in  
HYHU\GD\QHVVWKDWKHPLJKWMXVWDVZHOOEHGHDG´ Moviegoer  13).  
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WUDYHOLQJWKURXJKDQGQRWLQLW«>LQDSODFHZKHUH@DSDUWLWLRQH[LVWV«EHWZHHQRQHVHOI
DQGRQH¶VIHOORZFRPPXWHUVDSDUWLWLRQZKLFKLVLPSHQHWUDEOHE\DQ\WKLQJVKRUWRI
GLVDVWHU´ Message  87).  $QGOLNH3HUF\¶VFRPPXWHULWLVRQO\DIWHUGLVDVWHUVWULNHVWKDW
Binx  comes  to  himself  and  comes  to  see  himself  DV³DZD\IDUHUDQGDSLOJULP´  Percy  
contends  that  this  is  the  modern  condition:  that  truly  self-aware  people  are  alienated  from  
themselves  and  their  communities,  and  that  modern  man  is  continually  searching  for  
ways  to  reintegrate  into  the  world,  to  come  to  feel  at  home  in  the  world  again.  But,  on  
some  level,  this  quest  to  feel  at  home  in  world  is  an  impossible  one  because  the  
metanarratives  that  lead  to  a  feeling  of  belonging  and  groundedness  are  no  longer  viable.  
They  have  been  discredited,  and  so  the  self-aware  cannot  embrace  them.    
3HUF\¶VILUVWQRYHOWKHQLVDGLDJQRVLVQRWRQO\RI%LQ[%ROOLQJ¶V  life,  but  also  of  
WKHFXOWXUHWKDWSURGXFHVKLP3HUF\¶VGHSLFWLRQRIPLG-century  American  culture  (and  in  
particular  the  Southern  culture  out  of  which  he  is  writing)  is  of  a  society  that  is  structured  
such  that  it  prevents  the  individual  from  asking  the  questions  that  Binx  eventually  comes  
to  ask,  and  that  it  requires  some  shock  to  the  system,  some  form  of  violence,  to  lead  the  
individual  to  question  this  system.  Binx  is  surrounded  by  a  number  of  individuals  who  
espouse  unreflective  worldviews,  from  Aunt  (PLO\¶VVWRLFLVPWR8QFOH-XOHV¶VEXVLQHVV-
VDYY\ERQKRPLHWRKLVPRWKHU¶VXQUHIOHFWLYHIDLWK:KLOHLWLVWHPSWLQJJLYHQ3HUF\¶V
VWDWHGUHOLJLRXVDIILOLDWLRQWRFODLPKLVPRWKHU¶V&DWKROLFLVPDVWKHµFRUUHFW¶PRGHRI
living  within  the  novel,  Percy  is  criWLFDORIKHUIDLWKDVZHOO³VRPHWLPHVZKHQVKH
mentions  God,  it  strikes  me  that  my  mother  uses  him  as  but  one  of  the  devices  that  come  
WRKDQGLQDQRXWUDJHRXVPDQ¶VZRUOGWREHSXWWRZRUNOLNHDOOWKHUHVWLQWKHRQH
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enterprise  she  has  any  use  for:  the  FDQQ\PDQDJHPHQWRIWKHVKRFNVRIOLIH´ Moviegoer  
142).  Like  the  movies  that  Binx  frequents,  all  of  these  characters  represent  ready-made  
DQVZHUVWRWKHSUREOHPVRIPRGHUQLW\DQG%LQ[¶VµVHDUFK¶LVDERXWWKHQHFHVVLW\RI
circumventing  these  easy  solutions  in  search  of  something  more  difficult  to  articulate.19  
7KHPDODLVHWKDWDIIOLFWV%LQ[%ROOLQJDQGLQGHHGDOORI3HUF\¶VSURWDJRQLVWVLQ
one  form  or  another,  is  about  a  crisis  of  meaning,  something  that  Charles  Taylor  
expounds  upon  in  A  Secular  Age.  TaylRUGHILQHVWKHVHFXODUDJHDV³RQHLQZKLFKWKH
HFOLSVHRIDOOJRDOVEH\RQGKXPDQIORXULVKLQJEHFRPHVFRQFHLYDEOH´  DQGKHZULWHV
WKDWWKLVHFOLSVHRIWKHSRVVLELOLW\RIWUDQVFHQGHQFHEULQJVDERXWIRUVRPHLQGLYLGXDOV³D
sense  of  malaise,  emptiness,  DQGDQHHGIRUPHDQLQJ´  3HUF\¶VZRUNIRFXVHVDOPRVW
exclusively  on  these  types  of  individuals,  because  he  believes  that  this  should  be  the  way  
WKDWDOOLQGLYLGXDOVIHHO,Q3HUF\¶VYLHZLIDSHUVRQGRHVQRWIHHOWKLVZD\WKHQKHRUVKH
is  most  liNHO\VLPSO\QRWDZDUHRIKLVRUKHURZQFRQGLWLRQDQGSDUWRI3HUF\¶VJRDODVD
fiction  writer  is  to  initiate  this  feeling  in  his  readers.  His  goal,  though,  is  not  to  point  out  
                                                                                                                      
19

  )DUUHOO2¶*RUPDQXVHV.LHUNHJDDUG¶VWHUPLQRORJ\WRGLIIHUHQWLDWHWKHPRGHVRIEHOLHIDWZRUNLQWKH
QRYHOLQFOXGLQJFRPPLWPHQWWR³DFRPSODFHQWµDHVWKHWLF¶OLIHGHYRWed  to  pleasure-seeking  ±  the  life  of  the  
FRQVXPHU´DUHOLJLRXVRULHQWDWLRQDQG³DWKLUGSRVVLELOLW\WKDWRIWKHHWKLFDOOLIHWKHSULQFLSOHVRIZKLFK
DUHGHULYHGVROHO\IURPKXPDQUHDVRQDQGWUDGLWLRQUDWKHUWKDQGLYLQHUHYHODWLRQ´ Peculiar  177).  
2¶*RUman  notes  that  although  this  ethical  orientation  is  appealing  to  Percy,  he  repeatedly  shows  it  to  be  
XOWLPDWHO\LQVXIILFLHQW³FKDUDFWHUL]HGE\DVHFUHWVHOI-DEVRUSWLRQDQGGHVSDLU´  $ORQJVLGHWKHVHWKUHH
modes  of  living,  Percy  also  positions,  and  critiques,  what  Amy  Hungerford  describes  as  the  widespread  
post-ZDU³IDLWKLQIDLWK±  a  version  of  religious  thinking  that  minimizes  the  specificity  of  religious  doctrine  
LQVHUYLFHWRXVXDOO\QDWLRQDOLVWLFJRDOVRIFLYLFFRQQHFWLRQ´  %LQ[LVFRQWLQXDOO\  fascinated,  and  
P\VWLILHGE\KLVFRXQWU\PHQ¶VSURIHVVLRQVRIIDLWKSDUWLFXODUO\HYLGHQWLQWKHUDGLRSURJUDP³7KLV,
%HOLHYH´ Moviegoer  94- ZKLFKHYLQFHEHOLHIZLWKRXWFRQWH[WRUVXEVWDQFH)RU3HUF\DVIRU2¶&RQQRU
true  belief  requires  specificity,  and  cost.      
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the  absurdity  of  life,  but  rather  to  push  his  characters,  and  his  readers,  past  this  feeling.  
He  wants  to  initiate  in  them  (us)  a  search  for  meaning.    
For  Taylor,  one  of  the  defining  characteristics  of  contemporary  society  is  that  
PRVWSHRSOHOLYHLQD³PLGGOHSRVLWLRQ´EHWZHHQFRPSOHWHGLVEHOLHIDQGUHDOUHOLJLRXV
conviction  ±  wheUHZH³VWULYHWROLYHKDSSLO\ZLWKVSRXVHDQGFKLOGUHQZKLOHSUDFWLFLQJD
YRFDWLRQZHILQGIXOILOOLQJDQG«ZKLFKFRQVWLWXWHVDQREYLRXVFRQWUibution  to  human  
ZHOIDUH´  ,WLVDSODFHZKHUHWKHKLJKHVWJRDOLV³KXPDQIORXULVKLQJ´DQGWKHUHLVQR
possibility  (or  desire)  for  anything  more  than  this.  %LQ[¶VLVDQLQWHUHVWLQJFDVHEHFDXVH
LQPDQ\ZD\VKHILWVWKLVPLGGOHSRVLWLRQZKLFK7D\ORUGHVFULEHVDV³DZD\WRHVFDSHWKH
forms  of  negation  and  emptiness,  without  having  UHDFKHGIXOOQHVV´  WKLVLVKRw  Binx  
HQYLVLRQVKLPVHOI+LVVHDUFKLVIRUVRPHZD\EH\RQGWKHPLGGOHJURXQGRI³KXPDQ
IORXULVKLQJ´LQWRDmore  rich  and  fulfilling  life.  Of  course  it  is  important  to  note  that  at  the  
start  of  the  novel  he  does  not  have  a  spouse  or  a  fulfilling  job  and  this  might  contribute  to  
his  discontentment,  but  that  is  quite  explicitly  not  how  he  understands  his  predicament.    
+HVHHVKLPVHOIDVDVHDUFKHULQ7D\ORU¶VVHQVHRIWKHZRUG  
So  if  the  novel  is  about  the  process  of  circumventing  the  modern  malaise,  which  
is  itself  a  by-product  of  a  mode  of  unreflective  living  dictated  by  modern  American  
culture,  then  it  is  worth  questioning  how  Binx  comes  to  question,  and  finally  reject,  the  
prepackaged  ideological  systems  of  his  culture.  Significantly,  his  journey  towards  insight  
begins  with  a  moment  of  violence.  Binx  says  he  first  became  aware  of  his  alienation,  or  
RI³WKHSRVVLELOLW\RIWKHVHDUFK´  DIWHUEHLQJZRXQGHGLQWKHZDU±  only  after  he  was  
knocked  unconscious  could  he  come  to  see  things  anew  ±  ³RQO\RQFHLQ  my  life  was  the  
  
  

133  
  

grip  of  everydayness  broken  ±  when  I  OD\EOHHGLQJLQDGLWFK´    This  is  one  of  the  
recurring  themes  of  The  Moviegoer,  that  in  the  depersonalized  modern  world  we  need  
WUDJHG\DQGSDLQOLNH.DWH¶VILDQFpH¶VGHDWKRU%LQ[¶VFDUDFFLGHQt,  to  break  through  the  
malaise,  the  everydayness  of  life,  and  begin  to  look  for  more  out  of  life  than  simply  being  
alive.  This  idea,  that  an  individual  will  only  become  aware  of  his  condition  when  he  or  
VKHVXIIHUVYLROHQFHLVIRXQGWKURXJKRXW3HUF\¶VILction.20  The  same  sentiment  is  uttered  
in  The  Last  Gentleman³7KHFHUWDLQDYDLODELOLW\RIGHDWKLVWKHYHU\FRQGLWLRQRI
UHFRYHULQJRQHVHOI´  Love  in  the  Ruins³2QHPRUQLQJ«P\ZULVWVZHUHFXWDQG
bleeding.  Seeing  the  blood,  I  came  to  myself,  saw  myself  as  itself  and  the  world  for  what  
LWLVDQGEHJDQWRORYHOLIH´  DQGThe  Second  Coming³,VLWSRVVLEOHIRUSHRSOHWR
miss  their  lives  in  the  same  way  one  misses  a  plane?  And  how  is  it  that  death,  the  
QHDUQHVVRIGHDWKFDQUHVWRUHDPLVVHGOLIH"´  (124).    
Percy  makes  this  claim  in  a  number  of  his  non-fiction  pieces  as  well.  As  noted  
DERYHLQ³7KH0DQRQWKH7UDLQ´KHGHVFULEHVKRZYLROHQFHLVQHHGHGWREULQJDERXW
DZDUHQHVVDQGFRQQHFWLRQEHWZHHQLVRODWHGLQGLYLGXDOV,Q³7KH/RVVRIWKH&UHDWXUH´KH
claims  that  one  of  the  few  ZD\VWRPDNHDQLQGLYLGXDODZDUHRIRQH¶VSRVLWLRQQRWDV³D
FRQVXPHURISUHSDUHGH[SHULHQFH´EXWDV³DVRYHUHLJQZD\IDUHU´LV³E\RUGHDO«LQWKHVH
cases,  the  simulacrum  of  everydayness  of  consumption  has  been  destroyed  by  dLVDVWHU´
                                                                                                                      
20

  Lewis  Lawson  traces  this  motif  in  Percy's  work  back  to  Percy's  reading  of  Tolstoy's  War  and  Peace.  
Lawson  notes  the  similarity  between  this  particular  scene  in  The  Moviegoer  and  the  language  that  Percy  
uses  to  describe  3ULQFH$QGUHL VLQMXU\LQKLV³0DQRQD7UDLQ´HVVD\ZKHUH3HUF\ZULWHV³Prince  Andrei  
transcended  everydayness  and  came  to  himself  for  the  first  time  when  he  lay  wounded  on  the  field  of  
BoroGLQR´  (Message  99).  Lawson  notes  that  Percy  did  not  see  Prince  Andrei's  injury  as  leading  to  
³pHUPDQHQWUHOLHIIURPDOLHQDWLRQ´  (412);;  in  Percy's  own  work,  these  violent  moments  are  the  often  the  
precursors  to  the  kinds  of  radical  reorientation  that  does  provide  such  permanent  relief.  
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(Message   ³1RWHVIRUD1RYHODERXWWKH(QGRIWKH:RUOG´contains  3HUF\¶VPRVW
H[WHQVLYHH[SODQDWLRQRIKLVILFWLRQDOWHFKQLTXH³+RZGRHVKH>WKH&KULVWLDQQRYHOLVW@VHW
about  writing,  having  cast  his  lot  with  a  discredited  Christendom  and  having  inherited  a  
defunct  vocabulary?  He  does  the  only  thing  he  can  do.  Like  Jo\FH¶V6WHSKHQ'HGDOXVKH
calls  on  every  ounce  of  cunning,  craft,  and  guile  he  can  muster  from  the  darker  regions  of  
his  soul.  The  fictional  use  of  violence,  shock,  comedy,  insult,  the  bizarre,  are  the  
eYHU\GD\WRROVRIKLVWUDGH´ Message  118).  And  he  concludes  the  essay  with  an  even  
more  concrete  claim  for  why  violence  features  so  prominently  in  his  fiction,  and  it  points  
WRZDUGWKHILFWLRQ¶VWUDQVIRUPDWLYHUROHRQWKHLQGLYLGXDOUHDGHU¶VFRQVFLRXVQHVV
³3HUKDSVLWLVRQO\WKURXJKWKHFRQMXULQJXSRIFDWDstrophe,  the  destruction  of  all  Exxon  
signs,  and  the  sprouting  of  vines  in  the  church  pews,  that  the  novelist  can  make  vicarious  
XVHRIFDWDVWURSKHLQRUGHUWKDWKHDQGKLVUHDGHUPD\FRPHWRWKHPVHOYHV´    
Percy  not  only  believed  that  moments  of  violence  shake  the  individual  out  of  the  
PDODLVHDQGRSHQHGWKHZD\IRULQVLJKWEXWKHDOVROLNH2¶&RQQRUOLQNHGWKLVWKHPDWLF
concern  to  his  fictional  method  itself.  Percy,  like  many  mid-century  American  artists,  
believed  that  he  was  running  up  against  the  limits  of  what  fiction  could  say  or  do.21  Percy  
found  this  to  be  a  particular  problem  for  the  Christian  writer,  because  while  all  language  
ZDVLQDVHQVHH[KDXVWHGWKHODQJXDJHRIUHOLJLRQZDVSDUWLFXODUO\ZRUQRXW,Q³+RZWR
Be  an  American  Novelist  in  6SLWHRI%HLQJ6RXWKHUQDQG&DWKROLF´  KHH[SODLQHG
WKH³VHULRXVLPSHGLPHQWVLQWKHFXUUHQWKLVWRULFDOPDQLIHVWDWLRQRI&KULVWHQGRP´WKDW
                                                                                                                      
21

  See,  in  particular,  John  Barth¶V³7KH/LWHUDWXUHRI([KDXVWLRQ´ZKHUHKHGHVFULEHVKRZWKH
FRQWHPSRUDU\ZULWHUQHHGVWRQDYLJDWH³WKHXVHG-upness  of  certain  forms  or  the  felt  exhaustion  of  certain  
SRVVLELOLWLHV´    
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make  it  particularly  difficult  to  write  about  God  and  religion  in  a  way  that  is  fresh  and  
interesting:    
It  has  to  do  with  the  devaluation  of  the  Christian  vocabulary  and  the  media  
inflation  of  its  contents.  The  old  words,  God,  grace,  sin,  redemption,  which  used  
to  signify  within  a  viable  semiotic  system,  now  tend  to  be  either  exhausted,  worn  
slick  as  poker  chips  and  signifying  as  little,  or  else  are  heard  as  the  almost  random  
QRLVHRIUDGLRDQG79SUHDFKHUV7KHYHU\ZRUGµ&KULVWLDQ¶LVQRWJRRGQHZVWR
most  readers.  (Signposts  180)  
  
In  order  to  overcome  this  malaise  within  the  very  language  itself,  the  Christian  novelist  
PXVWDGRSWWKHSRVLWLRQQRW³RIHGLILFDWLRQEXWUDWKHUWKDWRIFKDOOHQJHRIIHQVHVKRFN
DWWDFNVXEYHUVLRQ´  $V2¶&RQQRUGLGEHIRUHKLP3HUF\DUJXHVWKDWWKH&KULVWLDQ
writer  must  use  a  sort  of  literary  violence  in  order  to  prevent  his  Christian  vision  from  
EHLQJVXEVXPHGZLWKLQWKHSUHGHILQHGSDUDPHWHUVRIZKDWTXDOLILHVDV³&KULVWLDQ´
Paradoxically,  only  by  appearing  not  to  be  Christian  can  the  work  reveal  its  Christian  
message.      
7KLVKHOSVWRH[SODLQ3HUF\¶VUHWLFHQFHZLWKLQKLVILFWLRQto  provide  clear,  edifying  
endings.  As  Binx  states  at  the  end  of  The  Moviegoer³$VIRUP\VHDUFK,KDYHQRWWKH
LQFOLQDWLRQWRVD\PXFKRQWKHVXEMHFW´  ZKLFKLVDUDWKHUFR\SRVLWLRQWRWDNHVLQFH
he  has  been  detailing  the  progress  of  this  search  for  more  than  200  pages.  We  know  that  
he  has  entered  into  a  somewhat  strange  but  certainly  necessary  and  fulfilling  marriage  to  
.DWHDQGKDVGHFLGHGWREHFRPHDGRFWRULQRUGHUWR³OLVWHQWRSHRSOH«>WR@KDQGWKHP
along  a  ways  in  their  dark  journey  and  be  KDQGHGDORQJ´  What  he  has  achieved  in  
WKHHQGORRNVWRXVH7D\ORU¶VWHUPLQRORJ\DQDZIXOORWOLNHKXPDQIORXULVKLQJQRW
H[LVWHQWLDOWUDQVFHQGHQFHDQG\HW3HUF\LQWLPDWHVWKDWWKHILQDOGHVWLQDWLRQRI%LQ[¶V
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journey  is  a  place  beyond  this  human  flourishing.  The  conclusion  of  the  novel  contains  
subtle  hints  that  Binx  has  found  some  sort  of  meaning  in  a  return  to  the  Catholic  faith;;  
-RKQ'HVPRQGGHVFULEHV%LQ[DWWKHHQGRIWKHQRYHODVILQDOO\OLYLQJ³LQFRPPXQLRQ
ZLWKRWKHUV´  (Community  78),  SDUWLFXODUO\LQKLV³FRPPLWPHQWWR.DWHLQPDUULDJH,´LQ
his  work  as  a  doctor,  and  in  his  faith  in  the  Catholic  ³EHOLHILQWKHUHVXUUHFWLRQRIWKH
ERG\´  (55),  which  he  affirms  when  he  tells  his  relatives  that  his  half-brother  Lonnie  will  
EHPDGHZKROH³ZKHQ2XU/RUGUDLVHVXVXSRQWKHODVWGD\´ Moviegoer  240).  The  most  
explicitly  Catholic  aspect  of  the  conclusion,  though,  takes  place  on  Ash  Wednesday,  
when  Binx  watches  a  man  walk  out  of  Catholic  mass  and  he  wonders  if  the  man  truly  
³EHOLHYHVWKDW*RGKLPVelf  is  present  here  at  the  corner  of  Elysian  Fields  and  Bon  
(QIDQWV´  %LQ[¶VXQDQVZHUHGTXHVWLRQOHDGVWKHUHDGHUWRconsider  this  possibility,  
though  no  definitive  answer  is  forthcoming  in  the  text.  It  also  indicates  that  this  is  a  
question  that  Binx  himself  will  continue  to  ponder.  So  while,  iQ%LQ[¶VZRUGV³,WLV
LPSRVVLEOHWRVD\´ZKDWLIDQ\WKLQJKHKDVDFFRPSOLVKHGWKURXJKKLVTXHVW,  we  know  he  
has  been  changed  over  the  course  of  the  novel,  and  we  are  left  to  reflect  on  the  nature  of  
this  change.  By  leaving  the  ending  ambiguous,  Percy  leads  his  readers  to  ask  a  series  of  
questions:  did  Binx  finish  his  search  ±  did  he  find  what  he  was  looking  for  ±  is  it  just  a  
matter  of  time  before  he  once  more  succumbs  to  the  malaise  of  everydayness?  By  asking  
them  of  Binx,  we  might  ask  them  of  ourselves.    
$V*DU\&LXEDH[SODLQV³WKHGHOLEHUDWHLUUHVROXWLRQRI3HUF\¶VQRYHOVLQZKLFK
love  is  so  often  imperfect  and  faith  seems  so  unfinished,  rejects  any  completely  realized  
eschatology.  His  novels  always  intimate  that  there  is  more  to  come  and  often  express  this  
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incompleteness  by  looking  to  some  future  consummation.  But  since  this  end  is  ultimately  
unspeakable,  his  novels  have  more  to  say  about  the  hope  and  love  that  must  begin  in  the  
SUHVHQW´ Revelation  22).  -RKQ6\NHVFRQFXUVLQGLFDWLQJWKDW³WKHUHYHODWLRQ3HUF\VWULYHV
to  bring  about  is  one  that  happens  off  the  page,  so  to  speak,  in  an  existential  encounter  
WKDWKDSSHQVDIWHUWKHUHDGHUFORVHVWKHERRN´EXWVLQFHWKH³JUDFH-filled  events  in  
3HUF\¶VILFWLRQDUHQHDUO\LQYLVLEOH´WKH\DUH³WKHUHIRUHHDVLO\PLVVHG´ - 3HUF\¶V
LQFRQFOXVLYHHQGLQJVKDYHPXFKLQFRPPRQZLWKZKDW,WHUPHG2¶&RQQRU¶V³ZLWQHVV´
ILFWLRQVZKHUHH[SODQDWLRQVDUHZLWKKHOGEXWZKLOH2¶&RQQRU¶VVWRULHVVWURQJO\LPSO\D
horizon  of  WUDQVFHQGHQFH3HUF\¶VILFWLRQVGRQRW&HUWDLQO\WUDQVFHQGHQFHLVSRVVLEOHLQ
3HUF\¶VZRUNDQGLWLVHYHQKLQWHGDWEXWLWVSUHVHQFHRUDEVHQFHLVOHIWLQWHQWLRQDOO\
vague.  Percy  does  not  provide  answers  because  answers  preclude  the  necessity  of  a  
search,  and  his  primary  goal  is  to  initiate  the  search,  to  make  the  individual  question  his  
or  her  assumptions,  no  matter  what  they  may  be.  Percy  believes  that  such  questioning  
will  result,  as  it  did  for  him,  in  the  embrace  of  faith,  but  he  is  unwilling  to  impose  that  
system  of  belief  on  his  readers.  
A  Pattern  Revised:  Violence  and  the  Failure  of  Insight  in  Lancelot  
3HUF\¶VXVHRIDPELJXLW\DQGPLVGLUHFWLRQis  evident  throughout  his  fiction,  but  
his  most  nuanced  engagement  with  it  is  found  in  his  fourth  novel,  Lancelot.  While  the  
threat  of  apocalypse  hangs  over  Love  in  the  Ruins,  the  killing  of  the  old  and  the  young  
has  become  legalized  in  The  Thanatos  SyndromeDQG:LOO%DUUHWW¶VJUDSKLFPHPRU\RI
KLVIDWKHU¶VVXLFLGHIXQFWLRQVDVDIRFDOSRLQWRI  The  Second  Coming,  Lancelot  LV3HUF\¶V
GDUNHVWDQGPRVWYLROHQWQRYHO,WLVWKHRQO\RQHRI3HUF\¶VQRYHOVWRGZHOORQSHUVRQDO
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violence,  directed  from  one  individual  toward  another;;  the  novel  is  narrated  by  Lancelot  
/DPDUZKRLVLQFDUFHUDWHGLQD³&HQWHUIRU$EHUUDQW%HKDYLRU´DIWHUPXUGHULQJKLVZLIH
and  her  lover,  along  with  two  others.  Lancelot  LV3HUF\¶VPRVWH[WUHPHWUHDWPHQWRIKLV
principle  themes;;  in  this  novel  he  depicts  the  violent  outcome  of  both  the  personal  
anguish  of  the  alienated  individual  and  the  dehumanizing  tendencies  of  totalizing  
narratives.  The  novel  also  calls  into  question  many  of  the  beliefs  regarding  society  that  
Percy  himself  espouses  in  his  essays  and  other  novels;;  Lancelot  JLYHVYRLFHWR3HUF\¶V
condemnations  of  the  modern  age,  but  in  LancH¶VPRXWKWKHVHFULWLTXHVEHFRPHMXVWRQH
more  example  of  the  dangers  of  extremism  and  the  inherent  risk  of  subscribing  too  fully  
to  any  one  worldview.      
Lancelot  is,  in  many  ways,  a  reenactment  of  the  themes  and  events  of  The  
Moviegoer,  but  while  the  earlLHUQRYHOLVDPLOGFRPHG\/DQFH/DPDU¶VVWRU\LV
thoroughly  dark.  Both  novels  feature  protagonists  who  profess  a  belief  in  scientism,  who  
suffer  from  the  modern  malaise,  and  who  are  subsequently  shocked  out  of  this  condition  
into  quests  for  knowledge,  buWLQHDFKLQVWDQFH/DQFH¶VH[SHULHQFHLVPRUHH[WUHPHWKDQ
%LQ[¶VDQGKLVTXHVWV V OHDGWRPXFKPRUHVLQLVWHUUHVXOWV(YHQLQWKHLUEURDGHUDUFV
the  two  novels  share  similarities:  for  instance,  both  novels  are  heavily  invested  in  the  
concept  of  the  movies,  but  whereas  Binx  merely  watches  them,  and  is  content  to  observe  
KRZWKHIRUPRIWKHPRYLHVSURYLGHVDWHPSODWHIRURQH¶VOLIH/DQFH¶VOLIHEHFRPHV
completely  enmeshed  in  them.  His  home  becomes  a  movie  set,  and  his  wife  and  daughter  
become  romantically  involved  with  the  movie  actors  and  producers;;  he  himself  enacts  the  
role  of  the  jealous  husband  character  from  a  B  movie  as  he  uses  a  Bowie  knife  to  carry  
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out  the  revenge  plot.  Both  novels  critique  the  way  the  movie  business  creates  a  
simulacrum  of  the  world,  which  in  turn  becomes  more  real  for  the  consumers  of  the  
movies  than  anything  else,22  but  Lancelot  TXHVWLRQVWKHYHU\LGHDRI³WKHUHDO´E\
GUDZLQJDWWHQWLRQWRWKHZD\LQZKLFKRQH¶VFRQFHSWLRQRIUHDOLW\LVVKDSHGE\WKHLPDJHV
one  consumes.  As  LancHREVHUYHV³:KDWZDVQXWW\ZDVWKDWWKHPRYLHIRONZHUH
trafficking  in  illusions  in  a  real  world  but  the  real  world  thought  its  reality  could  only  be  
found  in  the  illusions"  (152).  Percy  not  only  indicts  the  community  surrounding  Belle  Isle  
for  falling  prey  to  the  illusions  being  manufactured  by  the  movie  industry,  he  also  
condemns  Lance  for  subscribing  to  a  different  set  of  illusions  that  pervert  his  sense  of  
reality  as  well.    
In  Lancelot,  Percy  turns  the  well-established  pattern  of  violence/  shock  leading  to  
insight/  grace  on  its  head.  Twice  in  the  narrative  Lance  is  shocked  out  of  his  
preconceived  notions  about  reality,  but  in  neither  instance  does  this  shock  and  
reorientation  lead  him  toward  anything  resembling  a  moment  of  grace.  Before  the  
beginning  of  the  events  in  his  narrative,  Lance  is  a  man  beset  by  the  malaise  of  
HYHU\GD\QHVVKHWHOOV3HUFLYDO³'R\RXNQRZZKDWKDSSHQHGWRPHGXULQJWKHSDVW
twenty  years?  A  gradual,  ever  so  gradual,  slipping  away  of  my  life  in  a  kind  of  dream  
VWDWHLQZKLFKILQDOO\,FRXOGQRWEHVXUHWKDWDQ\WKLQJZDVKDSSHQLQJDWDOO´  +HLV
awakened  from  this  stupor  by  the  shock  of  discovering  that  his  daughter  is  actually  not  
his  biological  child,  and  this  discovery  spurs  him  towards  a  search.  In  order  to  reinforce  
                                                                                                                      
22

  6HH6XVDQ9'RQDOGVRQ¶V³7UDGLWLRQLQ$PEHU:DONHU3HUF\¶V/DQFHORWDV6RXWKHUQ0HWDILFWLRQ´IRUD
fuller  treatment  of  the  postmodern  aspects  of  this  novel.  
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the  parallel  between  Binx  and  Lance,  Percy  recycles  the  language  of  The  Moviegoer;;  
/DQFHFODLPVWKDWDIWHUWKHVKRFNRIGLVFRYHULQJ6LREKDQZDVQRWKLVFKLOG³,KDGWKH
feeling  I  was  on  to  something,  perhaps  for  the  ILUVWWLPHLQP\OLIH´  DGLUHFWHFKRRI
%LQ[¶VGHVFULSWLRQRIWKHVHDUFK³7REHFRPHDZDUHRIWKHSRVVLELOLW\RIWKHVHDUFKLVWR
be  onto  something.  Not  to  be  onto  soPHWKLQJLVWREHLQGHVSDLU´ Moviegoer  13).  But  
unlike  Binx,  who  eventually  escheZVKLVVFLHQWLVPLQIDYRURID³KRUL]RQWDOVHDUFK´IRU
community  and  a  sense  of  belonging  in  the  world,  Lance  begins  ³DTXHVWIRUHYLO´
(Lancelot  136),  and  he  does  so  in  a  scientific  manner.  We  see  this  in  his  reaction  to  the  
blood  test  that  proves  Siobhan  FDQQRWEHKLVRZQFKLOG³7KHUHZDVDVHQVHRI
astonishment,  of  discovery,  of  a  new  world  opening  up,  but  the  new  world  was  totally  
XQNQRZQ:KHUHGRHVRQHJRIURPKHUH",IHOWOLNHWKRVHWZRVFLHQWLVWV«ZKRGLGWKH
experiment  on  the  speed  of  light  and  kept  getting  the  wrong  UHVXOW´DQGOLNHDVFLHQWLVW
KHGHPDQGVREMHFWLYHSURRIRIZKDWKDVKDSSHQHG³2QHPXVWVHHIRURQHVHOI«,KDGWR
be  absolutHO\FHUWDLQ´ -43).  John  'HVPRQGFODLPVWKDW/DQFHORW¶V³SRVWXULQJDV
scientist-REVHUYHU«SUHFOXGHVJHQXLQHVelf-VFUXWLQ\DQGDVHQVHRISHUVRQDOLQYROYHPHQW´
(Community   &HUWDLQO\/DQFH¶VXQGHUVWDQGLQJRIKLVTXHVWLVVHOI-defeating;;  he  
EHOLHYHVKHLV³RQWRVRPHWKLQJ´EXWLQVWHDGRIORRNLQJDURXQGDQGDWWHPSWLQJWRUHRULHQW
himself,  he  limits  himself  to  looking  from  a  preconceived  vantage  point,  thus  precluding  
any  possibility  for  insight.23    

                                                                                                                      
23

  5REHUW%ULQNPH\HUQRWHVWKDW/DQFHORW¶VµRULJLQDOVLQ¶LVDIRUPRISULGHKLVDGKHUHQFHWR³WKHP\Wh  of  
WKHDXWRQRPRXVVHOI´OHDGVKLPWRGLVUHJDUG³WKHULJKWs  and  even  the  lives  of  other  people  (since  all  value  is  
located  within  the  autonomous  self)´  (³'\QDPLFV´161).  
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Throughout  the  first  arc  of  the  story,  which  carries  Lance  from  the  shock  of  his  
discovery  to  the  acts  of  murder  which  lead  to  his  imprisonment,  he  holds  himself  at  a  
distance  from  the  events  of  his  life;;  he  views  his  life  as  if  he  were  a  character  in  a  movie:  
³IRUWKHILUVWWLPH,VDZP\VHOIDQGP\OLIHMXVWDVVXUHO\DVLI,ZHUHVWDQGLQJLQWKHGDUN
SDUORUDQGZDWFKLQJP\VHOI´  (YHQLQKLVVHDUFKIRUHYLGHQFHKLV³TXHVWIRUDWUXH
VLQ´KHLQKDELWVDSUHGHWHUPLQHGQDUUDWLYHKHHQYLVLRQVKLPVHOILQDQ$UWKXULDQTXHVW
narrative  ±  ³6R6LU/DQFHORWVHWRXWORRNLQJIRUVRPHWKLQJUDUHUWKDQWKH*UDLO$6LQ´
(140)  ±  and  in  his  search  for  evidence  he  too  becomes  a  moYLHPDNHUILOPLQJKLVZLIH¶V
actions  in  an  attempt  to  capture  some  sort  of  evidence,  more  real  and  true  than  the  proof  
RIKLVGDXJKWHU¶VEORRGW\SH%XWZKDWKHGRHVQRWFRQVFLRXVO\UHDOL]HLVWKDWLQKLVTXHVW
for  proof  of  evil,  he  ultimately  comes  to  carry  out  the  evil  action  that  he  is  searching  for.  
In  a  very  literal  sense,  he  performs  the  science  experiment,  but  fails  in  his  observations.    
His  quest  for  sin  ends  in  his  performing  the  sin  he  is  searching  for,  as  he  murders  
KLVZLIH¶VORYHUZLWKWKH%RZLe  knife,  but  he  misinterprets  the  result.  He  claims  that  when  
KHPXUGHUHG-DFRE\KHIHOWQRWKLQJRQO\³QXPEQHVVDQGFROGQHVV«DODFNRIIHHOLQJ´
and  he  contends  that  this  lack  of  feeling  proves  that  there  is  no  such  thing  as  evil,  that  
WKHUHLVQR³XQKRO\JUDLOMXVWDVWKHUHZDVQR+RO\*UDLO´  %XWUDWKHUWKDQ
disproving  the  existence  of  evil,  this  absence  that  he  experiences  as  he  commits  the  
murder  substantiates  the  Augustinian  (and  Thomist)  definition  of  evil  as  a  deprivation,  as  
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the  absence  of  good.24  7KHHQGUHVXOWRIWKHVHDUFKLQLWLDWHGE\WKHVKRFNRIKLVZLIH¶V
EHWUD\DOLV/DQFHORW¶VWRWDOLVRODWLRQ;;  Lamar  Nisly  contends  that  in  this  moment,  Percy  
³H[SRVHV/DQFHORW¶VVSLULWXDOHPSWLQHVVLQKLV  own  coldness,  his  inability  even  to  
recognize  the  evil  he  is  perpetrating,  Lancelot  has  become  the  unholy  grail  that  he  has  
VRXJKW´ Wingless  181).  But  within  the  framework  of  the  novel,  this  moment  of  violence  
also  serves  as  the  possible  beginning  of  a  new  search.  
:KHQ%HOOH,VOHH[SORGHV/DQFHFODLPV³IRUWKHILUVWWLPHLQWKLUW\\HDUV,ZDV
PRYHGRIIWKHGHDGFHQWHURIP\OLIH´  25  DQRWKHULQVWDQWLDWLRQRI3HUF\¶VFODLPWKDW
FDWDVWURSKHUHRULHQWVRQH¶VVHQVHRIVHOIEXWIRU/DQFHORWWKLVQHZRULHQtation  is  just  as  
inverted  as  his  murderous  compulsion.  After  this  second  shock,  the  second  narrative  arc  
begins;;  this  one  entails  Lance's  quest  for  a  new,  pure  beginning.  It  is  in  this  aspect  of  the  
QRYHOWKDWZHVHHKRZPXFKRI3HUF\¶VRZQEHOLHIVDERXWthe  modern  world  have  made  it  
LQWR/DQFHORW¶VFKDUDFWHU5DWKHUWKDQVHHNLQJDUHLQWHJUDWLRQLQWRWKHZRUOGRU
atonement  for  his  horrific  actions,  Lance  begins  to  plot  an  even  grander  plan  ±  D³QHZ
RUGHU´IRUWKHZRUOGEDVHGQRWRQ³&DWKROLFLVPRU&RPPXQism  or  fascism  or  liberalism  
or  capitalism  or  any  ism  at  all,  but  simply  on  that  stern  rectitude  valued  by  the  new  breed  
DQGPDUNHGE\WKHYLROHQFHZKLFKZLOODWWHQGLWVEUHDFK´  $OWKRXJK/DQFHFODLPV
WKDWWKLVQHZRUGHULVQRWEDVHGLQDQ\³LVP´LW  is  clearly  a  form  of  totalitarianism  
                                                                                                                      
24

  Percy  indicates  that  he  had  this  conception  of  evil  in  mind  when  writing  this  scene:  ³:KHQKH  [Lancelot]  
gets  to  the  heart  of  evil,  what  he  thinks  is  evil,  he  finds  nothing  ±  which  is  incidentally,  orthodox  Thomist  
GRFWULQH\RXNQRZ7KRPDV$TXLQDVGHILQHVHYLODVWKHDEVHQFHRIHVVHQFH´ Conversations  155).  
  
25
  7KHSKUDVH³RIIWKHGHDGFHQWHU´LVWKHH[DFWSKUDVHXVHGE\.DWHLQThe  Moviegoer  as  justification  for  
her  suicide  attempt  (181).  
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JURXQGHGLQDWZLVWHGXQLRQRIWKHNLQGRIVWRLFLVPHVSRXVHGE\%LQ[¶V$XQW(PLO\DQG
the  most  extreme  elements  of  3HUF\¶VRZQ  condemnations  of  modernity.26  /DQFH¶VYLVLRQ
IRUWKHIXWXUHLV3HUF\¶VFOHDUHVWLQGLFWPHQWRf  all  types  of  fundamentalism,  even  one  
EDVHGLQEHOLHIVWKDWKHLVV\PSDWKHWLFWRRIRULWPXVWEHVDLGWKDW/DQFH¶VFULWLTXHRI
PRGHUQLW\LVLQODUJHSDUW3HUF\¶V/DQFHFRQGHPQVFRQWHPSRUDU\$PHULFDQVRFLHW\IRU
its  vices,  its  ambiguities,  and  its  lack  of  coherence  and  order,  and  his  proclamations  about  
the  new  society  he  will  build  in  Virginia  are  the  (almost  logical)  endpoint  of  the  line  of  
reasoning  Percy  espouses  in  his  essays%XWZKLOH/DQFH¶VYLVLRQRIPRGHUQLW\LVVLPLODU
WR3HUF\¶VKLVUHVSRQVHWRWKHHQGRIWKHPRGHUQDJHLVQRWWKHVDPHDV3HUF\¶VRU
*XDUGLQL¶VIRUWKDWPDWWHU:KHUH*XDUGLQLVDZWRWDOKXPLOLW\DQGREHGLHQFHWR*RGDV
the  solution,  and  Percy  finds  a  way  beyond  the  modern  malaise  in  the  embrace  of  
community  and  a  tentative  but  sincere  return  to  the  sacraments,  Lancelot  seeks  to  impose  
KLVYLVLRQRQWKHZRUOGDQGWKHFHQWHURI/DQFH¶VYLVLRQLVKLs  own  sense  of  right  and  
wrong.  Lancelot  LV3HUF\¶VGHPRQVWUDWLRQWKDWsuch  a  grounding  is  not,  cannot  be,  
adequate.  In  Lancelot,  we  can  see  that  Percy  recognizes  the  seduction  of  believing  that  
one  is  right;;  by  putting  many  of  his  own  attacks  on  contemporary  culture  into  the  mouth  
of  a  character  like  Lance  Lamar,  Percy  undermines  his  own  didactic  tendencies.  In  place  
of  the  imposition  of  metanarratives,  Percy  champions  subtlety  and  ambiguity;;  he  
SRVLWLRQV3HUFLYDO¶VVLOHQWWUDQVIRUPDWLRQDVWKHFRXQWHUZHLJKWWR/DQFH¶VYLROHQW
ideology.    

                                                                                                                      
26

  6HH6\NHV&KDSWHUIRUPRUHRQWKHVWRLFURRWVRI/DQFH¶VQHZZRUOGRUGHU    
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7KURXJK/DQFH¶VMRXUQH\3HUF\FULWLTXHVWKHWURSHWKDWPRPHQWVRIVKRFNDQG
violence  lead  to  real  insight,  and  shows  that  critiquing  the  modern  world  is  not  the  same  
thing  as  changing  it.  But  while  the  novel  demonstrates  the  inherent  dangers  in  trying  to  
remake  the  world  as  you  see  fit,  it  does  offer  an  understated  hint  of  how  things  might  
change;;  in  rebuttal  to  LancH¶VDOO-encompassing  monologic  worldview,  Percy  offers  
3HUFLYDO¶VQHDUO\WRWDOVLOHQFH1XPHURXVFULWLFVKDYHQRWHGWKDWWKHVWRU\LVMXVWDVPuch  
3HUFLYDO¶VDVLWLV/DQFH¶V27;;  the  true  journey  of  insight  that  takes  place  happens  almost  
entirely  off  the  page.  Although  we  do  not  hear  his  voice  until  the  final  page  of  the  novel,  
we  know  that  he  has  changed  from  a  position  of  disengaged  detachment  to  a  
recommitment  to  his  priestly  vocation,  lived  in  service  to  the  poor.  As  Lance  says,  
dismisVLYHO\³You  plan  to  take  a  little  church  in  Alabama,  Father,  preach  the  gospel,  turn  
bread  into  flesh,  forgive  the  sins  of  Buick  dealers,  administer  communion  to  suburban  
KRXVHZLYHV«:KDW¶VWKHQHZEHJLQQLQJLQWKDW",VQ¶WWKDWMXVWPRUHRIWKHVDPH"´ -
 /DQFH¶VILQDOTXHVWLRQLVDOVRWKHUHDGHU¶VTXHVtion,  and  perhaps  it  is  Percy¶VDVZHOO
&DQVXFKDFWLRQVUHDOO\VHUYHDVDQHIIHFWLYHFRXQWHUWRERWK/DQFH¶VWRWDOLWDULDQXUJHIRU
control,  and  to  the  despair  at  the  heart  of  the  modern  age?  Percival  does  not  explain  how  
WKLVFDQEHVREXWKLVILQDO³<HV´LQGLFDWHVWKDWKHEHOLHYHVLWWo  be  true.  The  question  
lingers  long  after  the  reader  closes  the  book.  
Once  more,  Percy  offers  Catholicism  as  a  possible  answer  to  the  troubles  of  
modernity,  but,  as  in  his  other  novels,  the  Catholicism  that  he  champions  is  not  
                                                                                                                      
27

6HHIRULQVWDQFH6LPRQH9DXWKLHU¶V³6WRU\6WRU\-7HOOHUDQG/LVWHQHU1RWHVRQ/DQFHORW´IRUD
particularly  nuanced  account  of  the  dynamic  encounter  between  Lance  and  Percival.  
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hierarchical  and  bureaucratic,  but  rather  a  form  of  Catholic  subsidiarity,  which  practices  
direct  service  and  humility.28  $OWKRXJKZHGRQRWKHDU3HUFLYDO¶VDFFRXQWRIKRZKHKDV
changed,  or  what  hDVFKDQJHGKLPZHFDQLQIHUWKDWLWZDVKLVHQFRXQWHUZLWK/DQFHORW¶V
narrative  that  precipitated  his  reorientation.  So  what  the  novel  finally  reinforces  is,  once  
again,  the  pattern  of  shock,  or  encountering  violence  (even  narrative  violence),  as  the  
precXUVRUWRFKDQJH:LWKLQ3HUF\¶VZRUOGYLHZZHQHHGWREH³PRYHGRIIWKHGHDG
FHQWHU´RIRXUOLYHVLQRUGHUWRWUXO\OLYHLIZHDUHQRWVKRFNHGLQWRWKHDZDUHQHVVRIRXU
condition  as  individuals  who  must  choose  a  way  to  be  in  the  world,  we  are  (perhaps  
unknowingly)  in  despair.  And  so  he  uses  his  fiction  to  spur  his  readers  onto  the  journey,  
hoping  that  we,  like  Percival,  will  be  led  to  reflection,  and  this  reflection  will  lead  us  not  
only  to  insight,  but  ultimately  to  a  life  lived  in  humble  service.  It  is  important  to  note  the  
IRUPWKH3HUFLYDO¶VWUDQVIRUPDWLRQWDNHV,QKLVUROHDVVHUYDQWSULHVW3HUFLYDOZLOOQRWEH
putting  himself  first.  In  this  novel,  Percy  is  offering  a  different  vision  for  how  the  
alienated  individual  will  find  meaning  ±  not  in  the  single  community  of  love  formed  
between  two  people,  which  is  the  ending  found  in  many  of  Perc\¶VRWKHUQRYHOV+HUH  
Percy  demonstrates  that  to  love  is  to  serve,  to  value  something,  or  someone,  more  than  
oneself,  which  is  the  most  overtly  &KULVWLDQPHVVDJHLQ3HUF\¶VZRUNDQGWKDWVWDQGVLQ
VKDUSHVWFRQWUDVWWRWKHGRFWULQDOLGHRORJ\FRQGHPQHGE\WKHQRYHO7KH³<HV´ZKLFK
ends  the  novel  is  a  vision  of  meaning  that  transcends  the  self,  and  it  comes  about  because  
Percival  hears  the  story  of  violence  and  is  transformed.  
                                                                                                                      
28

  7KLVLVWKHIRUPRI&DWKROLFLVPWKDWDSSHDUVLQ9DO9DXJKW¶VZRUNZLWKWKH7\UHHFKLOGUHQLQThe  Last  
Gentleman  RU)U6PLWK¶VZRUNZLWKWKHROGDQGG\LQJLQThe  Thanatos  Syndrome.    
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2UDWOHDVWWKDWLVP\LQWHUSUHWDWLRQRI3HUF\¶VILFWLRQDOSURMHFWEXWWKHDPELJXLW\
of  his  novels  allows,  even  necessitates,  that  each  reader  determine  this  on  his  or  her  own.  
Any  critical  attempt  to  summarize,  moralize,  or  sermonize  is  diametrically  opposed  to  
ZKDW,VHHDV3HUF\¶VSULPDU\JRDOIRUKLVILFWLRQZKLFKLVWRLQLWLDWHLQHDFKUHDGHUKLVRU
her  own  reflection  on  the  source  of  ultimate  meaning.  For  Percy,  the  goal  of  fiction  is  to  
spur  the  reader  towards  a  search  for  insight,  because  to  search  is  to  be  onto  something,  
and  not  to  be  onto  something  is  to  be  in  despair.  
Tim  Gautreaux  and  the  Paradoxical  Embrace  of  the  Everyday  
In  a  number  of  interviews,  Tim  Gautreaux  has  identified  himself  as  a  Catholic  
novelist,  in  large  part  because  he  writes  about  questions  of  morality  from  a  Catholic  
SHUVSHFWLYH³,FRQVLGHUP\VHOIWREHD&DWKROLFZULWHULQWKHWUDGLWLRQRI:DONHU3HUF\,I
DVWRU\GRHVQRWGHDOZLWKDPRUDOTXHVWLRQ,GRQ¶WWKLQNLW¶VPXFKRIDVWRU\´
(Conversations  11).  But  while  he  repeatedly  acknowledges  his  debt  to,  and  admiration  of,  
ERWK3HUF\DQG2¶&RQQRUKHDOVRGUDZVDFOHDUGLVWLQFWLRQEHWZHHQKLVZRUNDQGWKHLUV
³,¶PQRWDSKLORVRSKHUOLNH:DONHU3HUF\«,¶PMXVWD&DWKROLFIURPWKHED\RX´  )RU
Gautreaux,  Catholicism  is  both  a  source  of  morality  and  the  cultural  system  in  which  he  
DQGKLVFKDUDFWHUVRSHUDWH³,W¶VLPSRVVLEOHWRZULWHDERXW6RXWK/RXLVLDQDFXOWXUH
without  writing  about  the  Catholic  Church,  because  it  permeates  everything  ±  from  
wedding  ceremonies  to  industrial  fishing  to  the  sugarcane  industry  to  the  way  people  
think  about  eating  on  Friday.  A  lot  of  my  stories  have  priests  in  them  or  references  to  
JRLQJWR0DVVRUFRQIHVVLRQDQGWKDW¶VEHFDXVHRIZKDW,¶PZULWLQJDERXW´  %XW
Catholicism  provides  more  than  the  cultural  milieu  for  his  stories,  it  is  also  the  guiding  
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principle  for  his  characters.  When  asked  why  his  characters  repeatedly  intervene  to  help  
LQWKHOLYHVRIWKHLUQHLJKERUVRUHYHQVWUDQJHUVKHUHVSRQGV³$OORIWKDt  comes  from  
being  raised  Catholic  where  we  have  been  taught  to  help  people  who  are  less  fortunate  
than  we  are,  not  just  by  praying  for  them  but  by  actually  going  out  and  fixing  their  busted  
DLUFRQGLWLRQHUVDQGVWXII´  29  For  Gautreaux,  more  than  for  3HUF\RU2¶&RQQRU
Catholicism  is  manifested  in  the  practical  activities  of  everyday  life30;;  in  his  work,  
Catholicism  is  the  driving  force  for  social  action  rather  than  an  answer  to  metaphysical  
concerns.    
*DXWUHDX[¶VZRUNRIIHUVDPXFKPRUHKRSHILOOHGYLVLRQRIKXPDQLW\WKDQWKDW
IRXQGLQKLVIHOORZ$PHULFDQ&DWKROLFZULWHUV8QOLNH2¶&RQQRUDQG3HUF\*DXWUHDX[
does  not  write  apocalyptical  fiction;;  one  does  not  get  the  sense  when  reading  his  work  
that  we  are  living  in  the  end  of  an  age.  His  depiction  of  America  is  of  a  fallen  world,  but  
one  still  imbued  with  grace.  His  characters  are  still  beset  by  troubles,  and  evil  and  
violence  still  threaten  them,  but  more  often  than  not  they  respond  to  the  obstacles  of  life  
with  love,  service,  and  kindness,  and  they  do  this  out  of  a  Catholic  sense  of  justice.  
Gautreaux  writes  stories  in  which  characters  act  cruelly  towards  the  innocent  or  the  
KHOSOHVV ³/LWWOH)URJVLQD'LWFK´DQG³6RUU\%ORRG´ZLWKLWV2¶&RQQRU-like  title,  come  
to  mind),  but  even  in  these  stories,  the  vision  of  human  cruelty  is  countered  by  other  
                                                                                                                      
29

  Of  course,  Gautreaux  is  not  arguing  that  this  moral  principle  is  unique  to  Catholicism,  but  rather  that  his  
characters  act  in  this  manner  because  they  have  been  raised  in  a  Catholic  environment  that  holds  these  
actions  up  as  moral  virtues.  
  
30
  6HH/DPDU1LVO\¶VWingless  Chickens,  Bayou  Catholics  and  Pilgrim  Wayfarers:  Construction  of  
$XGLHQFHDQG7RQHLQ2¶&RQQRU*DXWUHDX[DQG3HUF\  (2011)  for  an  extensive  discussion  of  how  these  
DXWKRUV¶H[SHULHQFHVRI&DWKROLFLVPZHUHODUJHO\VKDSHGE\WKHLUYDULRXVVRFLRORJLFDOHQYLURQments,  and  
how  these  differences  influenced  the  manifestations  of  Catholicism  within  their  work.  
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FKDUDFWHUV¶DFWVRIFRPSDVVLRQ$QGLWLVIDUPRUHFRPPRQLQD*DXWUHDX[VWRU\IRURQH
FKDUDFWHUZKHQIDFHGZLWKDQRWKHU¶VVXIIHULQJWRZRUNWRUHFWLI\LW  DVLQ³7KH%XJ0DQ´
RU³7KH3LDQR7XQHU´7KHVHFKDUDFWHUVDUHQRWDOZD\VVXFFHVVIXOLQWUDQVIRUPLQJWKH
lives  of  those  they  seek  to  help,  but  their  effort  does  have  a  significant  impact  on  the  one  
who  acts;;  it  is  a  mark  of  grace.    
*DXWUHDX[¶V&DWKROLFILction  does  not  deal  with  existential  questions  about  the  
meaning  of  life,  and  his  story  arcs  do  not  call  for  the  violent  inbreaking  of  grace  to  
change  his  characters.31  Rather,  his  Catholic  sensibility  champions  the  value  of  
community  and  the  presence  of  grace  in  the  everyday.  But  while  his  fiction  embodies  a  
different  notion  of  what  Catholicism  means,  vis-a-vis  the  modern  world,  it  still  follows  
WKHVWUXFWXUHIRU&DWKROLFILFWLRQODLGRXWE\2¶&RQQRUDQG3HUF\:HFDQVHHWKH
structural  parallels  along  with  the  thematic  differences  by  looking  at  his  first  novel,  The  
Next  Step  in  the  Dance  (1998),  which  parallels  The  Moviegoer  in  a  number  of  ways,  as  
ZHOODVDWWKHWLWOHVWRU\RI*DXWUHDX[¶VILUVWFROOHFWLRQ³6DPH3ODFH6DPH7KLQJV´32  
which,  in  its  depiction  of  a  violent  encounter  between  strangers,  follows  the  structure  of  
DQ\QXPEHURI2¶&RQQRU¶VWRULHV,QERWKLQVWDQFHVWKRXJKZKLOHWKHVWUXFWXUHLV
                                                                                                                      
31

  /DPDU1LVO\*DXWUHDX[¶VEHVWFULWLFVHHVWKHGLIIHUHQFHEHWZHHQ*DXWUHDX[DQGKLV6RXWKHUQ&DWKROLF
predecessors  as  a  question  of  audience.  He  argues  that  2¶&RQQRUDQG3HUF\VDZWKHLUDXGLHQFHDVKRVWLOHRU
LQGLIIHUHQWWRWKHLU&DWKROLFPHVVDJHEXW*DXWUHDX[YLHZVKLVDV³FRPSDQLRQV´DQGDVVXFKKH³IHHOVQR
need  to  make  a  case  for  Catholic  beliefs  and  values  or  the  importance  of  community  because  they  have  
EHFRPHLQJUDLQHGLQKLPDQGKHDVVXPHVLQKLVDXGLHQFH´ Wingless  136).  I  think  this  is  too  simplistic  an  
DFFRXQWRIERWK*DXWUHDX[¶VLPDJLQHGDXGLHQFHDQGKLVILFWLRQDODLPVDQGWKDWKLVZRUNGRHVFKDOOHQJHKLV
readers  to  engage  with  a  Catholic  worldview,  but  that  the  specific  nature  of  this  Catholicism,  with  its  
emphasis  on  practical  action  over  transcendent  signification,  is  where  the  principle  difference  between  his  
ZRUNDQG2¶&RQQRUDQG3HUF\¶VUHVLGHV  
  
32
  The  story  first  appeared  in  The  Atlantic  Monthly  in  June  1991,  and  was  republished  as  the  first  story  in  
his  first  collection  Same  Place,  Same  Things  (1996).  
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similar,  the  way  Gautreaux  depicts  the  movement  of  grace  within  the  human  community  
is  radically  different.  
Early  Work:  Using  and  Revising  the  Literary  Patterns  of  Catholic  Fiction  
The  Next  Step  in  the  Dance  is  set  in  the  small  coastal  town  of  Tiger  Island,  
Louisiana,  and  focuses  on  a  young  married  couple,  Paul  and  Colette  Thibodeaux.  Paul  
divides  his  time  between  working  as  a  mechanic,  and  going  to  movies,  drinking,  and  
basically  living  an  aimless,  goalless  existence,  while  his  beautiful  wife  Colette  desires  
VRPHWKLQJPRUHIURPOLIH)HGXSZLWK3DXO¶VIHFNOHVVQHVV&ROOHWWHOHDYHVKLPDQGKHDGV
out  to  CalifRUQLDWRILQG³SHRSOHZKRVSDUNOH´  DQGHYHQWXDOO\  Paul  follows  to  win  
her  back.  After  finding  good  jobs  and  making  a  fair  amount  of  money  they  become  
disenchanted  with  the  superficiality  of  California  and  end  up  back  in  Tiger  Island,  where  
the  economy  has  tanked  because  of  the  oil  bust  of  the  1980s.  They  have  a  number  of  
trials  and  tribulations  that  eventually  lead  them  both  to  realize  they  still  love  and  need  
each  other.  It  is,  in  many  ways,  a  love  story,  but  an  unglamourized  one;;  it  is  also  a  story  
about  Cajun  culture  in  a  specific  time  and  place,  and  when  the  novel  has  been  reviewed,  
this  is  what  the  critics  tend  to  focus  on.  But  by  reading  the  novel  in  connection  to  The  
MoviegoerZHFDQUHFDVW*DXWUHDX[¶V  work  in  a  more  complex  light.  Both  novels  are  
versions  of  the  coming  of  age  story.  They  revolve  around  young  men  who  are  trying  to  
figure  out  how  to  live  well  in  the  modern  world  ±  a  world  in  which  traditional  standards  
of  moral  and  ethical  behavior  are  being  challenged  or  discarded.    
Gautreaux  sDLGWKDWLQKLVFRXUVHRQILFWLRQZULWLQJ3HUF\³ZDVQRWYHU\
opinionated  as  to  what  we  should  write  about,  but  he  was  very  adamant  in  letting  us  
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NQRZWKDWZH¶UHDOORQVRPHNLQGRITXHVW7KHZULWHULVDOZD\VORRNLQJIRUVRPHWKLQJ
the  characters  are  alwD\VORRNLQJIRUVRPHWKLQJ«)RU3HUF\LWZDVDWOeast  in  part,  
always  spiritual.  We  are  looking  for  what  makes  us  happy,  and  the  characters  are  looking  
IRUZKDWPDNHVWKHPKDSS\$QGIRU3HUF\LWZDVQ¶WPRQH\DQGLWZDVQ¶WIDPH6RZKDW
was  it?  Well,  he  QHYHUUHDOO\WROGXVEXW\RXFRXOGJXHVV´ Conversations  112).    
*DXWUHDX[LVULJKWWRGUDZDWWHQWLRQWR3HUF\¶VGHFLVLRQQRWWRWHOOKLVUHDGHUV RUKLV
VWXGHQWV ZKDWLWZDVWKDWWKH\VKRXOGEHVHHNLQJEXW,WKLQN*DXWUHDX[¶VVXEVWLWXWLRQRI
happiness  DVWKHJRDORIWKHVHDUFKKHOSVWRGLIIHUHQWLDWHWKHVWXGHQW¶VZRUNIURPWKH
WHDFKHU¶VEHFDXVHLQP\UHDGLQJ3HUF\¶VQRYHOVDUHQRWUHally  about  happiness.  They  
might  initially  appear  to  be,  and  the  characters  might  even  think  this  is  what  they  are  
looking  for,  but  Percy  is  actually  interested  in  pushing  his  characters,  and  readers,  to  look  
beyond  worldly  happiness  toward  a  more  transcendent  orientation.  As  Percy  biographer  
-D\7ROVRQSRLQWVRXWIRU3HUF\³WKHWUXHFKDUDFWHURIHYLO´LV³WKHGHVSDLUDQGemptiness  
that  drive  people  toward  the  endless  pursuit  of  happiness  in  the  first  place;;  the  despair,  
moreover,  which  can  be  healed  only  by  its  acknowledgment,  and  by  acknowledgment  of  
its  cause  ±  PDQ¶VUDGLFDODOLHQDWLRQIURPKLVVRXO  DQGKLVFUHDWRU´ 7ROson  456).  Both  The  
Next  Step  in  the  Dance  and  The  Moviegoer  are,  in  a  sense,  quest  novels,  but  the  natures  of  
these  quests  differ.  Binx  is  trying  to  figure  out  if  it  is  possible  to  live  a  meaningful  life,  
while  Paul  and  Colette  are  trying  to  live  happy  lives.  
For  Percy,  modern  men  and  women  are  alienated  because  they  lack  community,  
EXW*DXWUHDX[¶VQRYHOFKDOOHQJHVWKLVSRVLWLRQDQGFRQWHQGVWKDWFRPPXQLW\LVVWLOO
possible  ±  granted,  in  small,  isolated  pockets  ±  and,  since  this  community  exists,  that  
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3HUF\¶s  existential  angst  is  not  a  universal  given.  Whereas  Percy  contends  that  there  is  a  
³EUHDNGRZQRIWKHFRQVHQVXVRIDFRPPRQODQJXDJHDVKDUHGGLVFRXUVHGHQRWLQJD
FRPPRQVHWRIUHIHUHQWV´ Signposts   *DXWUHDX[¶VZRUNLVIRFXVHGDFRPPXQLW\WKDW
is  built  around  common  language  and  referents.  Paul  and  Colette  do  not  need  to  seek  for  
a  sense  of  self  because  their  true  identities  are  to  be  found  in  relation  to  the  community  of  
Tiger  Island,  where  everyone  holds  similar  customs  and  beliefs;;  they  share  a  culture.  
Outsiders,  whether  they  are  Texans  or  Californians,  can  threaten  this  culture,  but  this  
threat  does  not  turn  Paul  and  Colette  into  alienated  individuals.  Paul  and  Colette  may  not  
know  what  they  want  out  of  life,  and  they  may  make  poor  life  decisions,  but  they  are  not  
DIIOLFWHGE\%LQ[¶VH[LVWHQWLDOGUHDGWKDWSHUKDSVWKHUHLVQRWKLQJZRUWKZDQWLQJLQOLIH
and  that  nothing  truly  matters.    
:KHQZHILUVWHQFRXQWHU3DXOWKRXJKKHLVLQDVLPLODUVWDWHWRRQHRI3HUF\¶V
protagonists  ±  he  is  sunk  in  everydayness.  In  the  first  scene  he  is  at  a  drive-in  movie  ±  he  
LVLQDSRVVLEOHKRPDJHWR3HUF\¶VZRUNOLWHUDOO\DPRYLHJRHU$QGOLNH%LQ[KHLV
content  to  be  a  spectator  in  his  own  life.  Although  Binx  is  certainly  more  introspective  
than  Paul,  neither  young  man  is  particularly  engaged  in  the  life  they  are  living  at  the  start  
of  their  novels.  Both  need  to  be  shaken  out  of  their  apathy,  and  both  novelists  use  
PRPHQWVRIYLROHQFHDQGVKRFNWRDFFRPSOLVKWKLV7KHLQLWLDOVKRFNWR3DXO¶VV\VWHPWKDW
wakens  KLPRXWRIKLVPDODLVHLV&ROHWWH¶VOHDYLQJKLPWKLVLQFLGHQWLVQRWYLROHQWRUOLIH
WKUHDWHQLQJVRLWGRHVGLIIHULQH[WUHPLW\IURPWKHVKRFNVDGPLQLVWHUHGLQ2¶&RQQRUDQG
3HUF\¶VZRUNEXWLWVRXWFRPHLVVLPLODU6RRQDIWHU&ROHWWHOHDYHVIRU&DOLIRUQia,  Paul  
drives  around  Tiger  Island,  and  he  is  quite  obviously  truly  seeing  the  place  for  the  first  
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time.  Binx  says  that  the  search  allows  a  person  to  actually  see  their  life  for  what  it  is,  with  
IUHVKH\HV³,IHOWDVLI,KDGFRPHWRP\VHOIRQDVWUDQJHisland.  And  what  does  such  a  
FDVWDZD\GR":K\KHSRNHVDURXQGWKHQHLJKERUKRRGDQGKHGRHVQ¶WPLVVDWULFN´
(Moviegoer  13).  Paul  does  exactly  this,  as  he  drives  around  town,  and  instead  of  the  
IDPLOLDUSHRSOHDQGSODFHVKHVHHVDQHZKLV³GUXQNUHODWLYHVunusual  dogs,  weather-
UXLQHGKRXVHV,WVHHPHGWKDWWKHWRZQKH¶GEHFRPHXVHGWROLNHDQROGSDLURIpants  no  
ORQJHUILWKLP´  His  moment  of  pain  and  loss  opens  up  the  possibility  of  his  own  
search,  which  leads  him  to  leave  the  comforts  of  home  to  pursue  his  wife  in  California.  
7KHHSLVRGHRXWZHVWLQ&DOLIRUQLDLV&ROHWWHDQG3DXO¶VDWWHPSWDWZKDW3HUF\
drawing  on  Kierkegaard,  called  a  rotation  ±  an  attempt  to  go  somewhere  new  to  find  
PHDQLQJLQOLIH*DXWUHDX[¶VLQWHUHVWLQWKLVVHFWLRQLVSULPDULOy  about  contrasting  Paul  
DQG&ROHWWH¶VZHDOWKRIIDPLO\DQGIULHQGVLQ7LJHU,VODQGZLWKWKHGHSHUVRQDOized,  
materialistic  world  of  LA.  But,  in  what  is  an  unsurprising  turn  of  events  to  readers  of  
2¶&RQQRUDQG3HUF\ZKDWXOWLPDWHO\FKDOOHQJHVERWK3DXODQG&ROHWWHWRUHHYDOXDWHZKDW
matters  in  their  lives  is  a  series  of  violent  accidents  and  near  death  experiences.  
Throughout  the  second  half  of  The  Next  Step  in  the  Dance  Gautreaux  repeatedly  puts  
3HUF\¶VFODLPWKDWYLROHQFHOHDGVWRLQVLJKWDQGVHOI-awareness  into  practice,  as  both  Paul  
and  Colette  continually  come  close  to  dying.  Paul  is  locked  in  a  steam  boiler  and  nearly  
murdered  by  CROHWWH¶VQHZER\IULHQG&ROHWWHIDOOVRXWRIKHUERDWLVNQRFNHG
XQFRQVFLRXVDQGQHDUO\GURZQV3DXO¶VVKULPSLQJYHVVHOLVVKLSZUHFNHGLQD  storm  and  he  
is  presumed  dead.  In  each  of  these  instances,  both  characters  come  away  from  the  
experiences  with  new  insights  about  what  matters  in  their  lives  ±  namely,  they  come  to  
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actually  see  and  appreciate  the  reality  of  the  unique  personhood  of  the  other,  and  the  
necessity  of  reintegrating  into  the  community  of  Tiger  Island.  This  leads  to  the  happy  
reunion  that  ends  the  novel.    
The  overall  structure  of  The  Next  Step  in  the  Dance  follows  a  similar  pattern  to  
that  found  in  The  Moviegoer,  in  which  characters  who  are  living  aimless  lives  are,  
through  moments  of  shock  and  violence,  shaken  out  of  their  malaise  and  begin  searches  
for  something  more  out  of  life,  and  both  novels  end  with  a  vision  of  domestic  harmony.  
All  that  being  said,  there  is  a  key  difference  between  the  horizons  of  expectations  found  
LQWKHVHWZRQRYHOV3HUF\¶VILFWLRQSRLQWVEH\RQGPHUH  happiness  and  fulfillment  
towards  a  horizon  of  transcendence,  whereas  Gautreaux  is  interested  in  bringing  his  
characters  to  a  place  where  they  achieve  immanent  fulfillment,  not  existential  
transcendence.  PDXODQG&ROHWWHLQ&KDUOHV7D\ORU¶VWHUPVDUHIDLOLQJWRDFKLHYH  the  
SRVLWLRQRI³KXPDQIORXULVKLQJ´ZKLFKKHGHVFULEHVDVWKHJRDOIRUPRVWPRGHUQVDWWKH
EHJLQQLQJRIWKHQRYHOWKH\GRQRW³VWULYHWROLYHKDSSLO\ZLWKVSRXVHDQGFKLOGUHQZKLOH
SUDFWLFLQJDYRFDWLRQZHILQGIXOILOOLQJ«ZKLFKFRQVWLWXWHVDQREYLRXVFontribution  to  
KXPDQZHOIDUH´  ,QLWLDOO\WKH\DUHQRWILQGLQJFRQWHQWPHQWLQWKHLUURXWLQHVRIZRUN
and  marriage,  and  their  journey  is  towards  a  place  where  these  things  do  give  them  some  
sort  of  fulfillment.  While  Binx  is  searching  for  something  beyoQGWKHOLPLWVRIµKXPDQ
IORXULVKLQJ¶3DXODQG&ROHWWHDUHMXVWWU\LQJWRachieve  it  in  the  first  place.  But  what  is  
most  interesting  about  these  different  horizons  of  expectations  for  the  main  characters  is  
that  both  novels  end  in  the  same  place.  Paul  and  &ROHWWH¶VMRXUQH\FXOPLQDWHVZLWKWKHP
reunited  in  a  happier,  more  fulfilling  marriage,  working  more  meaningful  and  important  
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jobs,  and  firmly  embedded  in  their  community  and  culture;;  a  position  that  is  very  similar  
to  that  of  Binx  and  Kate  at  the  end  of  The  Moviegoer.  But  while  the  endings  are  similar,  
they  leave  the  reader  with  radically  different  sensations.  :HUHVSRQGWR*DXWUHDX[¶VZRUN  
with  a  happy,  contented  sigh.  The  ending  is  tidy  and  unambiguous  ±  it  is  what  we  have  
expected  and  longed  for  all  along.  Because  there  is  no  ambiguity  about  the  outcomes,  and  
WKHUHLVQRKLQWWKDWWKHUHLVPRUHWROLIHWKDQWKLVVRUWRIKDSSLQHVV*DXWUHDX[¶VQRYHO
XQOLNH3HUF\¶VLVQRWXOWLPDWHO\DFKDOOHQJLQJRUWUDQVIRUPDWLYHRQH%XWWKHUHLV
something  to  commenGDERXW*DXWUHDX[¶VDSSURDFKLQZKLFKWKHVWUXJJOHWROLYHD
meaningful  life  does  not  need  to  be  attended  to  by  existential  angst.  Perhaps  living  a  life  
RIGHHSKXPDQIORXULVKLQJFRQQHFWHGWRRQH¶VIDPLO\IULHQGVDQGFRPPXQLW\DQGEHLQJ
aware  that  one  LVGRLQJLWLVWREH³RQWRVRPHWKLQJ´DIWHUDOODQGWKHGHSLFWLRQRIVXFKD
life  is  worth  championing  in  its  own  right.      
³6DPH3ODFH6DPH7KLQJV´RQHRI*DXWUHDX[¶VHDUOLHVWSXEOLVKHGVWRULHV
portrays  a  similar  worldview  to  that  found  in  The  Next  Step  in  the  Dance,  in  which  a  
commitment  to  doing  good,  meaningful  work,  and  an  inherent  sense  of  moral  decency,  
serve  as  counter  measures  to  the  evil  and  violence  of  the  world.  The  story  is  in  many  
ways  a  prototypical  Gautreaux  story,  featuring  a  working  class  protagonist  who,  in  the  
course  of  doing  his  work,  encounters  an  isolated  individual  who  is  in  need  of  help;;  it  is  
DOVRYHU\UHPLQLVFHQWRI2¶&RQQRU¶VILFWLRQ33  both  in  its  depiction  of  the  violent  collision  
                                                                                                                      
33

  Julie  Kane,  in  her  entry  on  Gautreaux  in  Twenty-First  Century  American  Novelists,  notes  a  number  of  
similarities  between  this  story  and  2¶&RQQRU¶VZRUNLQFOXGLQJ³WKHV6RXWKHUQUXUDOVHWWLQJWKH
DWWUDFWLYHWUDYHOLQJµP\VWHU\PDQ¶WKHVXGGHQWXUQWRZDUGYLROHQFHDQGWKHKRSHRIJUDFHDQG
WUDQVFHQGHQFH´$OORIWKHVH2¶&RQQRU-esque  elements  are  present,  but  they  take  on  a  very  different  
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between  strangers  and  in  the  parallels  it  makes  between  the  natural  world  and  the  
dramatic  action  of  the  story.  Harry  Lintel  is  a  pump  repairman  who  travels  throughout  the  
drought  ravaged  depression-HUD6RXWKGRLQJ³UHSDLUV«WKDWQRRQHHOVHFRXOGPDQDJH´
(5);;  on  one  house  call,  he  finds  the  man  of  the  house  dead  at  the  pump,  the  victim  of  an  
apparent  accident,  and  soon  thereafter  the  widow,  Ada,  begins  to  follow  Harry  on  his  
repair  runs.  She  wants  to  escape  from  the  emptiness  of  her  life,  and  she  thinks  that  going  
on  the  road  with  Harry  will  provide  her  with  that  freedom.  Initially,  the  story  follows  a  
pattern  that  we  are  familiar  with:  a  sudden,  shocking  death  leads  an  isolated  individual  to  
TXHVWLRQDQGFKDQJHKHUOLIH$GDLQWKHLPPHGLDWHDIWHUPDWKRIKHUKXVEDQG¶VGHDWK
FRQIHVVHV³µ6RPHWLPHV,WKLQNLW¶VVWD\LQJLQWKHVDPHSODFHVGRLQJWKHVDPHWKLQJVGD\
in,  day  out,  that  gets  me  down.  Get  up  in  the  morning  and  look  out  the  window  and  see  
that  same  rusty  fence.  Look  out  another  window  and  see  that  same  willow  tree.  Out  
another  and  see  that  fLHOG6DPHSODFHVDPHWKLQJVDOOP\OLIH¶´  6KHDSSHDUVWREH
suffering  from  the  malaise  of  everydayness,  and  the  death  of  her  husband  and  the  
simultaneous  appearance  of  the  outsider  will  provide  her  with  the  opportunity  to  reinvent  
her  life,  to  wake  up  to  the  possibility  of  more  than  just  empty  routine.  
But,  in  a  refreshing  twist,  that  is  not  the  story  that  Gautreaux  is  telling.  In  fact,  he  
is  subtly  critiquing  that  narrative  convention,  for  it  turns  out  that  Ada  has  actually  
murdered  her  husband,  mRVWOLNHO\DIWHUVHHLQJ+DUU\¶VDGDQGGHFLGLQJWKDWVKHFRXOG
take  care  of  two  problems  at  once  by  ridding  herself  of  her  husband  and  then  using  the  
                                                                                                                                                                                                                                                                                                                                                          
YDOHQFHLQ*DXWUHDX[¶VVWRU\7KHWUDYHOLQJµP\VWHU\PDQ¶LQ*DXWUHDX[¶VVWRU\XQOLNH0DQOH\3RLQWHURU
Mr.  Shiftlet,  is  the  victim,  not  the  purveyor,  of  violence,  and  this  act  of  violence  is  not  redemptive  for  any  
of  the  actors  involved  in  the  drama.    

  
  

156  
  

traveling  repairman  to  escape  from  her  situation.  She  views  violence  as  the  easiest  means  
of  reinventing  her  life;;  by  removing  the  obstacles  in  her  path  she  thinks  she  can  change  
KHUFLUFXPVWDQFHVZLWKRXWDFWXDOO\FKDQJLQJKHUVHOI,Q*DXWUHDX[¶VVWRU\WKRXJKWKLV
violence  is  not  ultimately  transformative  for  any  of  the  characters.  Harry  is  intrigued  by  
$GD¶s  offer  of  accompaniment;;  he  is  a  widower,  and  the  possibility  of  having  a  
companion  on  his  travels  is  clearly  appealing  to  him,  and  he  also  wants  to  do  what  he  can  
WR³KHDOZKDWZDVZURQJ´ZLWK$GD  %XWKHDOVRUHDOL]HVWKHOLPLWVRIKLVDELOLWLHV
and  knows  that  some  broken  things  cannot  be  fixed.  He  intuits  that  something  is  not  right  
about  Ada  and  her  situation,  so  returns  to  her  house  and  discovers  that  she  left  the  pump  
VZLWFKRQLQRUGHUWRHOHFWURFXWHKHUKXVEDQGDIWHUWKLVGLVFRYHU\³KHSXWKis  face  down  
LQWRKLVKDQGVDQGVKRRNOLNHDPDQZKRKDGMXVWPLVVHGEHLQJLQDWHUULEOHDFFLGHQW´
(14).  He  sees  his  brush  with  Ada  as  an  encounter  with  his  own  mortality,  and  he  thinks  
that  in  discovering  her  secret,  and  subsequently  avoiding  her,  that  he  has  escaped  a  
terrible  fate.  In  this,  too,  he  is  mistaken.    
+DUU\OLNHPDQ\DQ2¶&RQQRUSURWDJRQLVWKDVDKLJKRSLQLRQRIKLVRZQDELOLWLHV
DQGRGGO\HQRXJKKLVDXWRPRELOH ³+HJD]HGIRQGO\DWKLV)RUG«,WFRXOGWDNHKLP
anywhere,  and  with  his  tools  KHFRXOGIL[DQ\WKLQJEXWWKHZHDWKHU´  ,QDQ2¶&RQQRU
story,  the  protagonist  would  ultimately  be  disabused  of  this  sense  of  surety  and  be  forced  
to  recognize  his  or  her  limitations,  or,  if  the  protagonist  fails  to  recognize  these  
limitations,  then  the  reader  at  least  will  be  alerted  to  the  ways  in  which  the  protagonist  
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has  failed.34  $QGDOWKRXJKWKHVWRU\IROORZVWKHSDWWHUQXVHGVRRIWHQE\2¶&RQQRULQ
which  the  protagonist  is  assaulted,  robbed  of  his  automobile  and  left  for  dead,  the  
lingering  effect  of  the  story  is  neither  one  of  condemnation  of  Harry  Lintel  for  his  foolish  
pride,  nor  of  wonder  at  the  presence  of  transcendent  grace  amidst  tragedy.  Harry,  at  the  
end  of  the  story,  is  not  remarkably  different  from  Harry  at  the  beginning  of  the  story.  
PHUKDSVWKHGLIIHUHQFHEHWZHHQ+DUU\DQGDQ2¶&RQQRUSURWDJRQLVWFDQEHDWWULEXWHGWR
WKHTXDOLILFDWLRQWKDWWKHQDUUDWRUSODFHVRQ+DUU\¶VVHQVHRIKLVRZQPDVWHU\+DUU\
knows  that  although  he  is  able  to  fix  the  pumps,  and  therefore  provide  some  measure  of  
relief  from  the  drought,  he  cannot  address  the  source  of  the  problem.  He  cannot  fix  the  
GURXJKWDQGLQDVLPLODUIDVKLRQKHUHFRJQL]HVWKHOLPLWVRQKLVDELOLW\WR³KHDOZKDW
ZDVZURQJ´ZLWK$GD$IWHUKHGLVFRYHUVWKDWVKHKDVVWRZHGDZD\LQKLVWUXFk  in  order  
WRDFFRPSDQ\KLPRXWRIWRZQKHWHOOVKHUDVPXFK³µ:KHUH\RXZDQWWRJR«,FDQ¶W
WDNH\RX¶´DQG³µ,I,FRXOGKHOS\RX,¶GEULQJ\RXDORQJIRUWKHULGH«%XW,FDQ¶WGRD
WKLQJIRU\RX´ -16).  Throughout  the  story,  Harry  has  been  aware  of  the  severely  
limited  horizons  available  to  Ada  and  he  is  sympathetic  to  her  situation,  so  much  so  that  
KHGRHVQRWWXUQKHULQWRWKHSROLFHEXWDWWKHVDPHWLPHKHUHFRJQL]HVWKDW³VKHZDVD
ZRPDQZKRZRXOGQHYHUJHWZKHUHVKHZDQWHGWRJR´  $GDVHHPVWo  believe  that  by  
escaping  from  her  home  she  will  be  able  to  reinvent  herself  and  escape  her  malaise,  but  
                                                                                                                      
34

  (G3LDFHQWRUHDGV*DXWUHDX[¶VVWRU\LQWKLVZD\DVEHLQJDERXWD³VHOI-DEVRUEHGDQGVWDQGRIILVK´PDQ
ZKRVHIDLOXUHWRKHOS$GDLQGLFDWHVWKDW³WKHSURVSHFWRIPHDQLQJIXOFRQQHFWLRQVZLWKRWKHUVLQWKHIXWXUH
VHHPVXQOLNHO\´ -17).  I  think  that  readers  might  be  inclined  to  interpret  the  story  in  this  way  in  large  
SDUWEHFDXVH2¶&RQQRU¶VILFWLRQWHDFKHVXVWRUHDGLWWKLVZD\±  within  her  fiction,  the  protagonists  almost  
always  have  an  unacknowledged  fault,  upon  which  the  [violent]  action  of  the  story  hinges.  I  am  arguing  
that  Gautreaux  is  conscious  of  this  pattern,  and  deliberately  inverts  it,  in  order  to  draw  attention  to  human  
decency  and  morality,  not  the  lack  thereof.  
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*DXWUHDX[¶VVWRU\LQGLFDWHVWKDWVXFKDUHLQYHQWLRQLVLPSRVVLEOHEHFDXVHZKDWWURXEOHV
Ada  is  internal  and  thus  inescapable.  
Ada  uses  violence  to  get  what  she  wants  (she  knocks  Harry  unconscious  with  his  
own  tools  and  steals  his  truck),  but  this  moment  of  violence  is  not  transformative  or  
redemptive.  Ada,  we  learn,  has  already  murdered  three  husbands,  and  there  is  no  reason  
to  believe  that  her  encounter  with  Harry  has  changed  her  in  any  way;;  she  is  fleeing  to  a  
new  situation  that  will  be  no  different  from  her  earlier  ones.  At  the  same  time,  there  is  no  
reason  to  believe  that  this  experience  has  changed  Harry  either.  Harry  has  been  a  decent  
man  throughout  the  story,  and  the  mark  of  grace  that  concludes  the  story  ±  WKH³GRYH
VLQJLQJRQWKHSKRQHZLUHV´RYHU+DUU\¶VKHDGDIWHUKHUHJDLQVFRQVFLRXVQHVV  ±  is  
not  indicative  of  some  newfound  grace,  or  even  insight,  that  Harry  has  gained  as  a  result  
of  his  encounter  with  Ada;;  instead,  it  confirms  the  grace  that  has  been  present  in  Harry  all  
along,Q*DXWUHDX[¶VVWRU\WKHFKDUDFWHUZKRVXIIHUVYLROHQFHGRHVQRWQHHGWRGRVRLQ
order  to  change  his  or  her  worldview;;  in  this  instance  Harry  proved  himself  to  be  a  good  
man  long  before  he  is  attacked  and  left  for  dead  by  Ada.  
³6DPH3ODFH6DPH7KLQJV´VKRZV*DXWUHDX[XVLQJWKHSDWWHUQRIYLROHQFH
established  by  his  Catholic  predecessors,  but  for  a  different  end.  Harry,  like  many  of  
*DXWUHDX[¶VSURWDJRQLVWVLVQRWGHSLFWHGDVDVLQIXOSHUVRQLQQHHGRIUHGHPSWLRQUDWKHU
he  is  shown  to  be  a  decent  human  being  who  is  doing  his  best  to  reach  out  to  others  and  
help  them  in  whatever  way  he  can,  while  at  the  same  time  recognizing  that  he  is  a  
limited,  fallible  person,  and  that  he  cannot  help,  or  redeem,  everyone.  His  job  is  to  fix  
what  he  can,  and  move  on.  This  is  entirely  within  keeping  with  the  Catholic  vision  found  
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LQ*DXWUHDX[¶VZRUNLQZKLFKORYHDQGVHUYLFHDUHYDOXHGRYHUexistential  questions  
DERXWXOWLPDWHPHDQLQJ*DXWUHDX[¶V&DWKROLFLVPLVPRUHSUDFWLFDODQGPRUHFRPPLWWed  
to  depicting  how  Catholic  principles  can  be  embodied  in  day  to  day  life.  For  Gautreaux,  
ORYHDQGVHUYLFHDUHWKHZD\WRPRYHRQH¶VVHOIDQGSHUKDSVRQH¶VQHLJKERUEH\RQGWKH
malaise  of  the  everyday,  and  toward  some  possible  awareness  of  a  sacramental  reality  at  
ZRUNLQWKHZRUOG,Q*DXWUHDX[¶VILFWLRQWKHSHUIRUPDWLYHDFWLRQVRIFKDULW\FDQEHFRPH
an  instantiation  of  a  transcendent  presence  at  work  in  the  world,  although  this  
sacramental  reality  often  goes  unacknowledged.  
³:KDW\RXGRZLOOVD\ZKR\RXDUH´*DXWUHDX[¶V(QJDJHPHQWZLWKWKH/LWHUDWXUH
of  Violence  
*DXWUHDX[¶VILFWLRQOLNHWKDWRI3HUF\DQG2¶&RQQRU,  maintains  a  steady  focus  on  
violence  in  the  modern  world,  but  Gautreaux,  writing  in  the  late  twentieth  and  early  
twenty-first  centuries,  is  less  apocalyptic  WKDQHLWKHU3HUF\RU2¶&RQQRU$OWKRXJKWhe  
threat  of  annihilation  that  pervades  the  work  of  the  earlier  two  writers  is  not  present  in  
*DXWUHDX[¶VILFWLRQKHLVVWLOOLQWHUHVWHGLQH[DPLQLQJWKHUROHRIYLROHQFHLQ$PHULFD
and  more  than  any  other  Catholic  novelist  he  uses  his  work  to  reflect  the  post-conciliar  
Catholic  understanding  of  violence.    
*DXWUHDX[¶VH[SORUDWLRQRIYLROHQFHKDVGUDZQWKHDWWHQWLRQRIKLVFULWLFV
Margaret  Donovan  Bauer,  the  author  of  the  first  book  length  study  of  Gautreaux,  notes  
that  in  both  The  Clearing  and  The  Missing³*DXWUHDX[FRQWLQXHVKLVGHFRQVWUXFWLRQRI
romantic  notions  of  war  and  his  exploration  of  the  ravages  of  war  that  persist  after  peace  
LVGHFODUHG´  7KH0HQQRQLWHVFKRODUDQGFULWLF/DPDUNisly,  though,  has  done  the  
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PRVWWRHPSKDVL]HKRZ*DXWUHDX[¶VGHSLFWLRQRIYLROHQFHUHIOHFWVD&DWKROLF
worldview.35  His  articles  on  The  Clearing³3UHVE\WHULDQ3HQQV\OYDQLDQVDWD/RXLVLDQD
6DZPLOORU-XVWKRZ&DWKROLFLV*DXWUHDX[¶VThe  Clearing"´  DQGThe  Missing,  
³7LP*DXWUHDX[¶VThe  Missing-RXUQH\VRI9HQJHDQFHRU%HORQJLQJ"´  IRFXV
SUHGRPLQDQWO\RQ*DXWUHDX[¶VWUHDWPHQWRIYLROHQFHDQG1LVO\PDNHVDFRPSHOOLQJFDVH
WKDW*DXWUHDX[¶VZRUNLVUHIOHFWLYHRI&DWKROLFVRFLDOWHDFKLQJZKLFK³DIILUP>V@WKH
FHQWUDOLW\RIQRQYLROHQWUHVSRQVHVLQWKHIDFHRIHYLODFWLRQ´ ³9HQJHDQFH´ 1LVO\¶V
work  provides  a  helpful  overview  of  the  turn  toward  nonviolence  within  the  
FRQWHPSRUDU\&DWKROLF&KXUFKQRWLQJWKHDSSHDUDQFHRI³DVWUDQGRf  Catholic  social  
thought  [that]  rejects  the  common  assumption  that  redemptive  violence  is  needed  to  
UHGUHVVDZURQJRUWKDWYHQJHDQFHLVWKHQHFHVVDU\UHVSRQVHWRDQHYLODFW´    
Any  GLVFXVVLRQRIFRQWHPSRUDU\&DWKROLFLVP¶VVWDQFHRQZDUYLROHQFHSeace  and  
MXVWLFHLQWKHPRGHUQDJHQHHGVWREHJLQZLWKWZRGRFXPHQWV3RSH-RKQ;;,,,¶V
encyclical  Pacem  in  Terris  (1963),  and  Gaudiem  et  Spes  (1965),  one  of  the  four  apostolic  
constitutions  of  Vatican  II.  Gaudiem  et  Spes  takes  up  the  role  of  the  Catholic  Church  vis-
à-vis  the  violence  of  the  modern  world  in  Chapter  V:  The  Fostering  of  Peace  and  the  
3URPRWLRQRID&RPPXQLW\RI1DWLRQVLQZKLFKWKHFRXQFLOZULWHV³7KHXQLTXHKD]DUG
of  modern  warfare  consists  in  this:  it  provides  those  who  possess  modern  scientific  
ZHDSRQVZLWKDNLQGRIRFFDVLRQIRUSHUSHWUDWLQJ«DERPLQDWLRQVPRUHRYHUWKURXJKD
certain  inexorable  chain  of  events,  it  can  catapult  men  into  the  PRVWDWURFLRXVGHFLVLRQV´
(80).  In  response  to  this  state  of  affairs,  the  Catholic  Church  advocates  an  understanding  
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  1LVO\¶VPHPEHUVKLSLQRQHRIWKHWUDGLWLRQDOSHDFHFKXUFKHVVHHPVUHOHYDQW  
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RISHDFH³ZKLFKJRHVEH\RQGZKDWMXVWLFHFDQSURYLGH´DQGDFNQRZOHGJHVWKDW³VLQFHWKH
human  will  is  unsteady  and  wounded  by  sin,  the  achievement  of  peace  requires  a  constant  
PDVWHULQJRISDVVLRQVDQGWKHYLJLODQFHRIODZIXODXWKRULW\´  (78).  The  document  goes  on  
WRQRWH³ZHFDQQRWIDLOWRSUDLVHWKRVHZKRUHQRXQFHWKHXVHRIYLROHQFHLQWKH
vindication  of  their  rights  and  who  resort  to  methods  of  defense  which  are  otherwise  
DYDLODEOHWRZHDNHUSDUWLHVWRR´  :KLOHWKHGUDIWHUVRIWhe  document  stop  short  of  
embracing  pacifism  as  the  only  response  to  war,  they  do  recognize  the  rights  of  
conscientious  objectors  to  war,  and  condemn  all  weapons  of  mass  destruction  (79,  80).    
This  document,  on  the  role  of  the  Church  in  the  modern  world,  lays  out  a  vision  of  
Catholicism  which  condemns  violence  and  the  abuse  of  power,  and  which  helped  shape  
the  Catholic  social  teaching  that  has  come  to  play  such  a  significant  role  in  the  
postconciliar  Church.  
Pope  John  XXIII,  in  Pacem  in  Terris,  indicates  that  one  of  the  sources  of  the  
violence  of  the  modern  age  can  be  attributed  to  the  lack  of  proper  moral  formation,  and  
that  one  of  the  failings  of  modern  society  is  that  Christians  are  not  taught  how  to  be  moral  
and  virtuous:  
We  consider  too  that  a  further  reason  for  this  very  frequent  divorce  between  faith  
and  practice  in  Christians  is  an  inadequate  education  in  Christian  teaching  and  
Christian  morality.  In  many  places  the  amount  of  energy  devoted  to  the  study  of  
secular  subjects  is  all  too  often  out  of  proportion  to  that  devoted  to  the  study  of  
religion.  Scientific  training  reaches  a  very  high  level,  whereas  religious  training  
generally  does  not  advance  beyond  the  elementary  stage.  It  is  essential,  therefore,  
that  the  instruction  given  to  our  young  people  be  complete  and  continuous,  and  
imparted  in  such  a  way  that  moral  goodness  and  the  cultivation  of  religious  values  
may  keep  pace  with  scientific  knowledge  and  continually  advancing  technical  
progress.  Young  people  must  also  be  taught  how  to  carry  out  their  own  particular  
obligations  in  a  truly  fitting  manner.  (153)  
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0XFKRI*DXWUHDX[¶VZRUNWXUQVXSRQWKLVYHU\TXHVWLRQRIKRZLQGLYLGXDOVLQWKH
modern  world  should  go  about  carrying  out  their  moral  obligations,  and  how  the  failure  
to  do  so  contributes  to  the  pervasive  violence  of  modernity.  When  responding  to  a  
question  about  how  the  contemporary  Catholic  Church  differs  from  the  pre-Vatican  II  
&KXUFKKHHPSKDVL]HVWKHVKRUWFRPLQJVRIPRUDOIRUPDWLRQIRU\RXWK³,IWKHUHLVD
difference  for  Catholics  younger  tKDQP\VHOILISHRSOHDUHOHVVREVHUYDQWRUGHYRXWLW¶V
not  because  of  popular  culture  so  much,  or  liberal  theologians,  or  the  lack  of  priests,  or  
WKHSUHVVXUHRIEHLQJUHOLJLRXVLQDQRYHUFURZGHGDIIOXHQWXUEDQDUHD,W¶VWKHODFNRI
QXQVDVWHDFKHUV«7he  nuns  were  positive  examples  for  us,  especially  the  teaching  nuns.  
They  lived  the  religion  they  taught,  owning  nothing,  rising  before  dawn  to  pray  and  
SUHSDUHOHVVRQSODQV´ Conversations  123).  Although  it  is  unlikely  that  Gautreaux  would  
consciously  view  his  work  as  a  form  of  moral  formation  for  his  readers,  the  form  of  his  
stories  and  novels  does  facilitate  this  function.  Within  his  fiction  he  depicts  scenarios  that  
call  for  a  moral  response,  particularly  in  his  portrayal  of  the  moral  complexity  
surrounding  the  use  of  violence,  and  asks  that  his  characters,  and  his  readers  along  with  
them,  ponder  the  most  virtuous  course  of  action.  Although  Gautreaux  never  reveals  any  
µFRUUHFW¶DQVZHUWRWKHGLOHPPDVKHSRVHVKLVSRVLWLRQLQJRIWKHLVVXHVGRHVUHIOHFWWhe  
nuanced  position  of  post-Vatican  II  Catholicism.  
This  is  best  encapsulated  in  a  minor  but  significant  character  from  The  Clearing,  
Marshall  Merville.  As  a  lawman,  Merville  must  often  use  force  to  keep  the  peace,  but  he  
never  does  so  recklessly,  or  without  remorse.  Early  in  the  novel,  he  articulates  the  moral  
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FRQXQGUXPWKDWUXQVWKURXJKRXWWKHERRN³µ<RXNQRZ,JRWDIULHQGZKR VDSULHVW+H
says  it's  a  sin  to  kill.  I  got  no  problem  with  that,  but  what  if  I  don't  kill  one,  and  that  one  
kills  two  or  thrHH"'LG,NLOOWKDWWZRRUWKUHH",FDQ WILJXUHWKDWRXWPH¶´ -60).36  
Gautreaux  does  not  give  a  clear-cut  solution  to  this  problem;;  it  is  something  that  all  of  the  
characters,  and  the  reader,  are  left  to  wrestle  with.  The  novel  does  indicate  that  MerviOOH¶V
most  heroic  action  resides  not  in  his  use  of  violence  but  in  his  work  to  prevent  it.  
Throughout  his  life,  every  time  he  disarms  a  man  or  confiscates  a  weapon,  he  discards  it  
EHKLQGDGUHVVHULQKLVURRPDQG³WKLVGLVSRVDOZDVZKDWKHHQMR\HGPRVW,t  took  away  
IURPDOOHYLOWKDWKHKDGGRQHDQGIHOW´  ,WLVDQDFWLYHDFWRIUHSDUDWLRQZKLFKKDVD
concrete  impact  on  the  lives  of  the  people  in  his  community.  After  he  dies,  the  cache  of  
ZHDSRQVLVGLVFRYHUHGDQGWKHPHQZKRILQGLWUHIOHFW³µ7Kink  of  all  the  things  that  were  
QRWGRQH¶´  ,QDQRYHOZKLFKGHPRQVWUDWHVWKDWDFWVRIYLROHQFHDOPRVWDOZD\V
EHJHWUHWDOLDWRU\YLROHQFH0HUYLOOH¶VDFWWRUHPRYHZHDSRQVIURPWKHIUD\LVRQHRIWKH
only  ways  to  break  the  cycle.  He  cannot  stop  the  human  propensity  for  violence  any  more  
than  Harry  Lintel  can  help  or  change  Ada;;  he  simply  does  what  he  can  to  prevent  the  
fallen  people  from  carrying  out  the  worst  aspects  of  their  nature.    
Gautreaux  is  interested  in  more  than  just  the  question  of  justifiable  violence,  
WKRXJK:KLOHPRVWRI*DXWUHDX[¶VFKDUDFWHUVGRQRWUXPLQDWHRYHUWKHWKHRORJLFDO
arguments  regarding  peace  and  nonviolence  in  as  explicit  terms  as  Merville,  the  
experiences  of  the  Aldridge  brothers,  Randolph  and  Byron,  in  The  Clearing,  and  Sam  
                                                                                                                      
36

  Gautreaux  revisits  this  theme  when  Byron  and  Randolph  debate  whether  or  not  the  assassination  of  the  
.DLVHUZRXOGKDYHEHHQDPRUDODFWHYHQWKRXJKDV5DQGROSKVD\V³µ,W¶VZURQJ%\,W¶VDVLQ¶´    
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Simoneaux,  in  The  Missing,  reflect  a  developing  engagement  with  war,  suffering  and  
nonviolence,  one  that  reflects  the  nuanced  Catholic  position  on  these  issues.  In  
*DXWUHDX[¶VODWHUQRYHOVWKRVHZKRH[SHULHQFHYLROHQFHDUHVFDUUHGSK\VLFDOO\DQG
emotioQDOO\DQG*DXWUHDX[¶VGHVFULSWLRQRIWKHVHVFDUVFDOOVLQWRTXHVWLRQDQ\IDFLOHOLQN
between  violence  and  the  experience  of  grace.  
In  The  Clearing,  the  trauma  of  World  War  I  hangs  over  all  of  the  action,  and  its  
effects  are  felt  by  both  the  protagonists  and  antagonists.  Byron  Aldridge  returned  from  
WKHZDU³QHLWKHUHODWHGQRUVRPEHUEXWZLWKWKHKDXQWHGH[SUHVVLRQRIDSRLVRQHGGRJ
unable  to  touch  anyone  or  speak  for  more  than  a  few  seconds  without  turning  slowly  to  
look  over  his  shoulder.  «After  France,  Byron  spoke  to  people  with  his  eyes  wide,  
VRPHWLPHVYLEUDWLQJZLWKSDQLFDVLIKHH[SHFWHGWKHPWREXUVWLQWRIODPHV´  &OHDUO\
suffering  the  effects  of  post-traumatic  stress,  Byron  is  unable  to  return  to  civilized  life;;  he  
leaves  his  family  and  drifts  around  the  country,  eventually  winding  up  in  a  lumber  mill  in  
/RXLVLDQDZKHUHKHZRUNVDVDFRQVWDEOH%\URQ¶VIDWKHUD3HQQV\OYDQLDQOXPEHU
merchant,  purchases  the  mill  and  sends  his  younger  son  Randolph  down  to  manage  it  and  
to  reclaim  his  brother.  The  mill  is  an  uncivilized  place37  where  violence  is  ever-present,  
both  in  intra-camp  feuds  between  the  lumbermen  and  in  the  actions  of  the  local  mobsters  
who  run  the  camp  saloon.  The  leaders  of  the  Mafia,  Buzetti  and  Crouch,  are  ruthless,  
violent  men,  but  Gautreaux  indicates  that  they,  like  Byron,  have  been  shaped  by  their  
experiences  in  the  war.  Buzetti  saw  three  of  his  brothers  bayoneted  in  one  day  (174),  and  
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  %DXHUGUDZVDFRQQHFWLRQEHWZHHQ5DQGROSK¶VMRXUQH\GRZQWRWKHPLOODQG0DUORZH¶VMRXUQH\LQHeart  
of  Darkness  (152).  
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Crouch  was  both  tortured  by  his  captors  and  forced  to  execute  his  fellow  prisoners  (269).  
$OWKRXJK*DXWUHDX[GRHVQRWXVHWKHVHWUDXPDWLFHYHQWVWRHQWLUHO\H[FXVHWKHPHQ¶V
actions,  he  does  indicate  that  their  experience  of  violence  and  suffering  has  warped  their  
sense  of  the  value  of  human  life,  and  the  violence  of  the  novel  originates  from  this  
distorted  sense  of  human  dignity.      
In  contrast  to  these  men  who  have  been  deformed  by  the  war,  Randolph  stands  as  
the  emblem  of  detached  civilization,  and  he  is  thus  initially  shocked  and  horrified  by  the  
FDVXDOYLROHQFHRIWKH1LPEXVPLOO+HFRPPDQGVKLVEURWKHUWR³6KRRWWRZRXQG´QRW
WRNLOOEXWZKHQKLVEURWKHUSRLQWVRXWWKDWHYHQWKRXJKKHYDOXHVWKHSUHFHSW³µ7KRX
VKDOOQRWNLOO¶´WKHPHQKHLV  trying  to  control  do  not,  Randolph  has  no  response  (126,  
123).  Randolph  has  no  solution  to  the  moral  complexity  surrounding  the  use  of  violence,  
DQGLVIRUFHGWRDGPLW³µ,GRQ¶WNQRZ,MXVWGRQ¶WNQRZ´ZKDWWhe  correct  course  of  
action  is.  After  his  friend  dies  a  meaningless  death  as  a  result  of  a  saloon  fight,  he  tries  to  
UDWLRQDOL]HWKHORVVWHOOLQJKLVORYHU³µ,JXHVV,ZDVWU\LQJWRILQGVRPHWKLQJUHGHPSWLYH
LQKLVGHDWK¶´  EXWWKHUHLVQRVXFKUHGHPSWLRQWREHIRXQG  
Randolph  is  unable  to  remain  above  the  violence  of  the  world  he  inhabits.  The  
novel  turns  on  the  question  of  whether  violence  is  ever  necessary,  and  demonstrates  that  
even  justifiable  violence  begets  more  violence.  Randolph  shoots  and  kills  a  Mafioso  in  an  
act  of  justifiable  homicide,  but  even  though  Randolph  had  a  legitimate  reason  to  shoot  the  
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man,  the  act  changes  him.38  ,PPHGLDWHO\DIWHUZDUGKHERDVWVWRDQRWKHUPREVWHU³7HOO
%X]HWWL,GLGQ¶WZDQWWRVKRRWKLVFRXVLQ«%XWOHWKLPNQRZWKDWLIKHPDNHVPRUHWURXEOH
IRUPH,¶OO  PDNHGDPQHGVXUHKHQHYHUHDWVDQRWKHUPHDWEDOO´  %\URQZKRKDV
PRUHH[SHULHQFHRIYLROHQFHWKDQ5DQGROSKWHOOVKLVEURWKHU³,¶YHVHHQWKLVEHIRUH«,W¶V
KRZLWDOOVWDUWV«:LWKSRVWXULQJ:LWKRQHVKRW«:KDWVWDUWVVPDOOJHWVELJJHU´  
He  is  right,  of  course,  as  this  shooting  leads  to  retaliation  by  the  mobsters,  which  initiates  
an  ever-escalating  cycle  of  violence  that  culminates  in  a  chaotic  shootout  between  the  
Aldridge  brothers  and  their  lumbermen  and  the  members  of  the  mob,  which  leaves  Byron  
partially  crippled  and  most  of  the  mobsters  dead.  But  even  this  violent  confrontation  does  
not  end  the  cycle  of  violence,  because  Crouch,  the  one  member  of  the  mob  who  escapes  
from  the  shoot-out,  returns  to  the  mill  camp  where  he  murders  a  man,  and  then  shoots  
5DQGROSKDQGQHDUO\PXUGHUVKLVZLIHEHIRUHEHLQJNLOOHGE\5DQGROSK¶VKRXVHNHHSHU
Violence  begets  violence.    
$IWHUWKHVKRRWRXW5DQGROSKZRQGHUV³LIKHZRXOGEHSXQLVKHGE\*RGIRU
VKRRWLQJPHQRULIWKHNLOOLQJLWVHOIZDVWKHSXQLVKPHQW´  EXWLQRQHRIWKHQRYHO¶V
IHZZHDNSRLQWVZHDVUHDGHUVGRQRWUHDOO\SDUWLFLSDWHLQ5DQGROSK¶VLQWHUQDOVXIIHULQJ
over  his  own  violent  actions.  He  is  conflicted  over  them,  but  within  the  logic  of  the  novel  
they  seem  like  the  only  possible  actions  for  him  to  take,  and  they  have  almost  universally  
positive  results.  Although  all  of  the  protagonists  of  the  novel,  including  the  children,  
suffer  or  are  threatened  with  violence  over  the  course  of  the  story,  in  what  is  perhaps  too  
                                                                                                                      
38

  In  an  interview  with  Margaret  Bauer,  Gautreaux  articulated  his  position  on  how  using  violence  alters  the  
individual:  ³,WMXVWKDSSHQVthat  everybody  that  gets  involved  in  the  business  of  shooting  people  with  rifles  
ZLQGVXSGDPDJHGDQGFKDQJHG´ Conversations  138).  
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harmonious  a  conclusion  they  all  manage  to  survive  and  flourish,  and  the  novel  ends  on  
an  uplifting  note.  Randolph  has  grown,  and  Byron  has  reconciled  with  his  family.  The  
Clearing  demonstrates  the  endlessness  of  the  cycle  of  violence  and  repeatedly  condemns  
the  use  of  violence  as  DQHDV\VROXWLRQWROLIH¶VFRPSOH[LWLHVEXWLQLWVODUJHUDUFLWVWLOO
hints  that  violence  can,  in  fact,  be  redemptive.  Both  Byron  and  Randolph  begin  the  novel  
as  broken,  incomplete  men,  and  it  is  in  the  violent  swamp  of  the  Nimbus  mill  that  both  
men  learn  to  love  and  sacrifice  for  each  other;;  there  is  a  connection  between  their  use  of  
violence  to  end  the  threat  of  the  Buzetti  clan  and  the  final  triumphant  reconciliation  of  all  
PHPEHUVRIWKH$OGULGJHIDPLO\:KLOH,DJUHHZLWK/DPDU1LVO\WKDWLWLVWKH³refusal  to  
accept  violence  easily  ±  on  both  the  local  and  the  international  levels  ±  as  even  a  
necessary  evil  in  our  fallen  world  that  affirms  The  Clearing¶V&DWKROLFVHQVLELOLWLHV´
³3UHVE\WHULDQV´ ,WKLQNWKHRYHUDOOVWUXFWXUHRIWKHQRYHOVWLOOXQites  violence  and  
redemption  in  a  way  that  the  actions  of  the  individual  characters  seem  to  want  to  resist.  
In  his  most  recent  novel,  The  MissingWKRXJK*DXWUHDX[¶VGHSLFWLRQRIERWKWKH
use  and  effect  of  violence  provides  no  such  correlation.  Repeatedly  throughout  the  novel,  
it  is  only  those  who  refrain  from  using  violence  who  are  redeemed.  Gautreaux  explains  
why  this  is  so:    
It  was  a  delight  to  write  The  Missing  because  it  goes  against  contemporary  
American  culture,  and  against  our  worst  nature.  It  goes  against  everything  on  
American  television,  where  cops  and  bad  guys  alike  are  blowing  people  apart  
with  pistols  and  assault  rifles  every  hour,  on  the  hour.  The  Missing  goes  against  
DOPRVWHYHU\WKLQJ+ROO\ZRRGWHDFKHV«The  Missing  builds  toward  the  
H[SHFWDWLRQRIDELJVKRRWRXW:KHQLWGLGQ¶WKDSSHQ,NQRZVRPHUHDGHUVZHUH
disappointed.  I  expected  this  from  day  one.  Americans  have  been  programmed  to  
a  template  of  offense  followed  by  justified  violence.  This  is  a  cliché,  and  a  
simpleminded  notion.    (Conversations  160)  
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Instead  of  following  the  Hollywood  formulation,  which  is  in  large  measure  the  widely  
accepted  American  notion  of  how  violence  should  and  does  function,  Gautreaux  follows  
the  Catholic  teaching  on  the  use  of  violence,39  dramatizing  that  the  only  way  to  end  the  
F\FOHRIYLROHQFHLVWRFHDVHUHSD\LQJYLROHQFHLQNLQG0DUVKDOO0HUYLOOH¶VDFWRI
removing  weapons  from  environment  and  thereby  deescalating  the  cycle  of  violence  is  
FDUULHGIRUZDUGLQ6DP6LPRQHDX[¶VGHFLVLRQQRWWRXVHIRUFHDJDLQVWWKH&ORDWFODQZKR
murdered  his  family  when  he  was  only  an  infant.  
  

The  Missing,  like  The  Clearing,  is  a  little  too  systematic  in  its  ideological  

positioning,  since  Gautreaux  uses  both  dominant  plot  lines  in  the  novel  ±  6DP¶VVHDUFK
for  Lily  Weller,  a  little  girl  who  was  kidnapped  from  the  store  where  he  was  working  as  a  
sort  of  security  guard,  and  his  quest  for  some  measure  of  closure  with  the  murder  of  his  
family  ±  to  reinforce  the  notion  that  all  forms  of  violence  are  ultimately  destructive.40  The  
novel  is  not  a  polemic  screed  against  all  forms  of  violence,  but  Gautreaux  does  perhaps  
overemphasize  his  theme.  Time  after  time,  those  who  take  up  arms  are  destroyed,  and  
those  who  refrain  from  doing  so  are  redeemed.  The  diverse  set  of  encounters  between  the  
Skadlocks,  who  kidnapped  Lily,  and  those  who  seek  to  get  her  back  illustrates  this  
                                                                                                                      
39

  2QFHDJDLQ/DPDU1LVO\LQ³7LP*DXWUHDX[¶VThe  Missing-RXUQH\VRI9HQJHDQFHRU%HORQJLQJ"´
does  an  admirable  job  of  iGHQWLI\LQJKRZ*DXWUHDX[¶VZRUNSRUWUD\VD&DWKROLFSHUVSHFWLYHRQYLROHQFH
GUDZLQJRQWKH86&DWKROLF%LVKRSV¶3DVWRUDO/HWWHU7KH&KDOOHQJHRI3HDFH*RG¶V3URPLVHDQG2XU
Response,  to  persuasively  demonstrate  how  the  themes  of  The  Missing  reflect  Catholic  social  teaching.    
  
40
  (YHQ6DP¶VEDFNVWRU\LQ:RUOG:DU,UHLWHUDWHVWKHFRQGHPQDWLRQRIZDUDQGYLROHQFHIRXQGLQThe  
Clearing.  Although  Sam  misses  active  duty,  his  experience  of  its  after-HIIHFWVFKDQJHVKLP³+HORRNHGRXW
and  saw  half  a  million  soldiers  going  at  each  other  in  a  freezing  rain,  their  bodies  shredded  by  artillery,  
their  faces  torn  off,  their  knees  disintegrated  into  snowy  red  pulp,  their  lungs  boiled  out  by  poison  gas,  and  
all  of  this  for  four  years,  spread  out  as  far  and  wide  as  the  FRQWLQHQWLWVHOI´  6DP¶VH[SRVXUHWRWKH
FKDRWLFYLROHQFHRIWKHZDUFRQWULEXWHVWRKLVSDFLILVWLFVWDQFH³$IWHUKLVH[SHULHQFHLQWKHZDUKHZDQWHG
QRWKLQJIXUWKHUWRGRZLWKJXQV´    
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pattern.  Sam  first  finds  the  Skadlocks  after  they  have  sold  Lily,  and  it  is  only  because  he  
DSSURDFKHVWKHPXQDUPHGWKDWKHLVDOORZHGWROHDYHWKHLUFRPSRXQGDOLYH/LO\¶VIDWKHU
7HGDSSURDFKHVWKHPDUPHGZLWK³KLVNQLIHDQGSLVWRO´  DQGKHHQGVXSEHLQJ
PDXOHGE\WKHLUGRJKHHYHQWXDOO\GLHVIURPWKHVHZRXQGV/LO\¶VEURWKHU$XJXVt  then  
seeks  them  out  to  avenge  his  father;;  Sam  follows  to  dissuade  him.  Sam  offers  a  long  list  
RIUHDVRQWKDW$XJXVW¶VTXHVWIRUUHYHQJHLVPLVJXLGHGKHDOPRVWVXUHO\ZLOOEHNLOOHG
before  he  is  able  to  carry  out  his  act  of  revenge,  and  even  if  he  is  not,  any  act  of  revenge  
will  simply  start  another  cycle  of  violence,  in  which  more  Skadlock  relatives  will  come  to  
avenge  themselves  upon  August  and  his  family.  Sam  councils  August  to  let  divine  justice  
WDNHLWVFRXUVH³GRZQWKHOLQHZKHQKHGRHVGLHKH¶OO  KDYHWRSD\XSWKHQ,GRQ¶WNQRZ
ZKDWZLOOKDSSHQH[DFWO\EXWLWSUREDEO\DLQ¶WJRRG´  6DP¶VUKHWRULFSHUVXDGHVWKH
boy  not  to  shoot,  and  this  act  of  restraint  is  immediately  repaid  when  the  first  person  who  
steps  out  of  the  Skadlock  house,  the  person  August  would  have  shot,  is  his  own  sister  
Lily.  
  

But  the  Skadlock  story  is  really  only  a  precursor  of  the  central  confrontation  of  

the  novel,  between  Sam  and  the  Cloat  clan.  Throughout  the  novel,  Sam  is  told  that  he  
must  seek  revenge  as  a  matter  of  justice  and  manliness,  and  that  failure  to  do  so  makes  
KLPDFRZDUGDQGDQXQIDLWKIXOVRQ$XJXVWWHOOVKLP³6DP6LPRQHDX[\RX¶UHMXVWD
FRZDUGZLWKDOOVRUWVRIH[FXVHV´  DQG6DP¶VEXQNPDWH&KDUOLHUHSHDWHGO\FDOOV
KLPDFRZDUG³DOLWWOHSXGGLQJ´  DQG³FKLFNHQVKLW´IRUQRWWDNLQJUHYHQJH -60).  In  
&KDUOLH¶VH\HVWDNLQJYHQJHDQFHLVWKHRQO\IRUPRIMXVWLFHIRUZKDWKDSSHQHGWRKLV
family  and,  in  an  echo  of  the  moral  dilemma  of  preventative  violence  posed  by  The  
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Clearing6DP¶VYHQJHDQFHZLOODOso  remove  the  danger  of  the  Cloat  menace  from  the  
ZRUOG³µ.LOODVQDNHDQGWKHQH[WPDQRQWKHWUDLOZRQ¶WJHWELW¶´  $JDLQVWWKLV
UKHWRULFRIUHWDOLDWRU\YLROHQFH*DXWUHDX[SRVLWLRQV6DP¶VXQFOH&ODXGHZKRRIIHUVD
Catholic  perspective  on  the  siWXDWLRQWHOOLQJ6DP³,W¶VZKDWWKHSULHVWVD\V6DP6LQLV
its  own  punishment.  They  got  WROLYHZLWKZKDWWKH\GLG«Baby,  what  they  did  is  who  
they  are.  It  makes  them  cripples.  Half-SHRSOH´  6DPOLVWHQVWRKLVXQFOHEXWKHVWLOO
feels  the  necessity  of  confronting  the  Cloats,  if  not  to  extract  revenge  then  to  at  least  gain  
some  sense  of  closure.  The  readers,  too,  desire  to  see  this  confrontation,  and  we  expect  to  
see  the  Cloats  get  what  they  deserve.  As  Nisly  points  out,  Gautreaux  humanizes  the  
SkadORFNVEXWWKH&ORDWVDUHGHSLFWHGDVHVVHQWLDOO\VXEKXPDQDQGVLQFH³7KHQRYHOVHWV
XSWKH&ORDWVFODQ«DVWKHSHUVRQLILFDWLRQVRIHYLOSHRSOHZLWKRXWDQ\UHGHHPLQJ
TXDOLWLHV«WKHUHDGHULVSULPHGIRUDJORULRXVVFHQHRIUHGHPSWLYHYLROHQFHZKHQ6DP
confrRQWVWKHNLOOHUVRIKLVIDPLO\´ ³9HQJHDQFH´   
  

When  Sam  does  finally  confront  the  Cloats,  though,  we  do  not  get  the  showdown  

we  have  been  expecting.  Gautreaux  subverts  our  expectations,  just  as  Percy  did  with  the  
non-apocalypse  in  Love  in  the  Ruins,  because  this  denial  of  what  we  have  been  prepared  
for  leads  the  reader  to  reflect  on  what  did  not  happen.41  When  we  do  not  get  the  ending  
that  we  have  been  led  to  expect,  we  ask  why,  and  this  lingering  question  ultimately  leads  
XVEDFNWR&ODXGH¶VSRVLWLRQthat  a  life  of  violence  extracts  its  own  payment.  The  Cloats  
embody  this  precept,  perhaps  too  perfectly.  Their  once  large  clan  has  been  reduced  to  
                                                                                                                      
41

  It  is  in  this  way  that  Gautreaux  subverts  what  Walter  Wink  FDOOVWKH³0\WKRI5HGHPSWLYH9LROHQFH´VHH
above,  Chapter  One,  page  24.  
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only  three  ruined  remaining  members;;  as  Sam  questions  them  about  what  has  happened  
to  their  family,  we  learn  that  they  have  been  decimated  both  by  revenge  killings  and  
GLVHDVHEURXJKWDERXWE\WKHLUXQFOHDQZD\RIOLYLQJ6DP¶VILQDOUHIOHFWLRQRQWKH
³P\VWHU\´RIWKH&ORDWVLVWKDW³WKHZRUVWWKLQJWKDWHYHUKDSSHQHGWRWKHPZDVHDFK
RWKHU´  7KHLUILQDOGepraved  way  of  life  is  the  inverse  of  the  community  that  
*DXWUHDX[¶V&DWKROLFILFWLRQFKDPSLRQV  
Both  Bauer  and  Nisly  draw  attention  to  the  fact  that  since  the  Cloats  are  already  
VXIIHULQJDQGFORVHWRGHDWK6DP¶VH[WUDFWLQJYLROHQWUHYHQJHLVXQQHFHVVDUy;;  instead,  
6DP¶VLQWHUURJDWLRQRIWKHUHPDLQLQJ&ORDWVLVDPRUHHIIHFWLYHSXQLVKPHQWIRUWKHP%\
forcing  Molton,  the  surviving  Cloat  patriarch,  to  relive  his  crimes,  Sam  initiates  a  visceral  
UHVSRQVHWKHPDQ¶V³H\HVEOLQNHGDQGZDWHUHGZLWKWKHSDLQRI  UHWHOOLQJ´  
$OWKRXJK0ROWRQPDLQWDLQVWKHUHLVQRHWHUQDOMXGJPHQW6DP¶VLQVLVWHQFHWKDW³2QHZD\
RUWKHRWKHUZKHQ\RXGLHWKHUH¶VDOZD\VVRPHWKLQJWRILQGRXW´LVWKHILQDOPHVVDJHRI
the  chapter  (357).  But  the  novel  indicates  that  this  post  death  judgment  is  not  the  only  
way  people  like  the  Cloats  pay  for  their  actions;;  by  depicting  them  living  out  their  final  
years  in  fetid  squalor,  Gautreaux  condemns  them  to  a  form  of  death  in  life.  In  what  is  
perhaps  too  neat  a  conclusion,  the  Cloats  have  truly  reaped  what  they  have  sowed.  In  fact,  
I  think  Gautreaux  stacks  the  deck  in  favor  of  his  moral  vision;;  a  more  nuanced  
denouement,  in  which  Sam  is  actually  in  danger  and  his  opponents  are  not  totally  
debilitated  before  he  meets  them,  would  call  for  a  more  complex  ethical  decision  vis-à-
vis  the  use  of  violence.  If  they  had  threatened  Sam,  would  he  have  used  violence  to  
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defend  himself,  or  to  extract  revenge?  It  is  perhaps  too  simplistic  to  depict  those  who  live  
a  life  of  violence  as  being  so  utterly  decimated  by  this  lifestyle.  
  

But  while  I  do  think  that  Gautreaux  might  provide  too  simplistic  a  conclusion  to  

the  moral  dilemmas  raised  in  his  novel,  his  depiction  of  nonviolence  as  the  most  moral  
and  virtuous  course  of  action  certainly  challenges  widespread  cultural  assumptions,  and  
his  replacement  of  the  myth  of  redemptive  violence  with  the  nuanced  Catholic  vision  of  
ethical  restraint  adds  a  compelling  and  necessary  voice  to  the  discussion  surrounding  the  
use  of  violence.  His  two  most  recent  novels  demonstrate  &DWKROLFLVP¶VFRXQWHU-cultural  
positions  on  issues  beyond  the  normal  flashpoints  of  the  American  culture-wars  (such  as  
DERUWLRQDQGVDPHVH[PDUULDJH *DXWUHDX[¶VZRUNGUDZVRQ&DWKROLFVRFLDOWHDFKLQJWR
question  the  values  inherent  in  contemporary  American  culture,  and  to  provide  an  
alternative  way  of  thinking  about  how  to  think  and  act  morally.  As  Claude  tells  Sam,  
³:KDW\RXGRZLOOVD\ZKR\RXDUH´  ,QKLVQRYHOVDQGKLVVWRULHV*DXWUHDX[XVHV
WKLVHPSKDVLVRQRQH¶VGHHGVZKLFKKDVLWVURRWVLn  his  experience  of  Catholicism,  to  
challenge  his  readers  to  think  about  questions  of  morality  that  they  might  not  otherwise  
encounter.  He  uses  the  fictional  tools  of  his  literary  predecessors,  particularly  the  
emphasis  upon  violence,  to  shift  the  emphasis  of  the  Catholic  novel  from  questions  of  
existential  meaning  to  questions  of  moral  action,  and  in  so  doing  he  keeps  the  Catholic  
novel  alive  and  vital  as  a  form  of  cultural  discourse.    

  
  

  
  
  
CHAPTER  FOUR  
BELIEF  AND  AMBIGUITY  IN  CONTEMPORARY  CATHOLIC  LITERATURE:  
ALICE  MCDERMOTT,  ANNIE  DILLARD  AND  THE  MEMENTO  MORI  
In  a  recent  essay  in  The  New  York  Times  Sunday  Book  Review,  Paul  Elie  poses  the  
TXHVWLRQ³:KHUHKDVWKHQRYHORIEHOLHIJRQH"´+HDQVZHUVKLVRZQTXHVWLRQE\VWDWLQJ
³ZULWHUVZLWK&KULVWLDQSUHRFFXSDWLRQV«>DUH@ZULWLQJILFWLRQLQZKLFKEHOLHIDFWV
REVFXUHO\DQGLQFRQFOXVLYHO\´(OLHVHHPVWRWKLQNWKDWWKHUHLVVRPHWKLQJdisingenuous  
about  this  depiction  of  belief,  that  perhaps  writers  who  are  Christian  believers  are  
deliberately  withholding  some  insight  or  knowledge  from  their  readers.  He  is  frustrated  
EHFDXVHZKHQRQHUHDGVFRQWHPSRUDU\ZULWHUV³WKHLUEHOLHIVUHPDLQDP\VWHU\´
VRPHWKLQJKHFRQWUDVWVZLWKWKHZRUNRIZULWHUVOLNH³)ODQQHU\2¶&RQQRU:DONHU3HUF\
5H\QROGV3ULFHDQG-RKQ8SGLNH´ZKR³SUHVHQWHGWKHPVHOYHVDVQRYHOLVWV
ZLWK«µ&KULVWLDQFRQYLFWLRQV¶´:KLOH(OLHSHUKDSVRYHUVWDWHVWKHFODULW\RIUHOLJLRXV
belief  found  in  the  works  of  these  earlier  writers,  his  lament  with  regard  to  contemporary  
writers  ±  ³,MXVWGRQ¶WNQRZZKDWWKH\EHOLHYHRUKRZWKH\FDPHWREHOLHYHLW´±  strikes  
me  as  particularly  misguided.  He  wants  a  contemporary  Christian  literature  in  wKLFK³WKH
ZULWHUVSXWLWDOOWRJHWKHU´DQGZKHUHWKHZULWHUVVWRS³UHIXV>LQJ@WRJUDQWEHOLHIDQ\
H[SODQDWRU\SRZHU´(OLHVWDWHVWKDWPRGHUQEHOLHIFDQRQO\EH³XQGHUVWRRG>ZKHQ@
VHULRXVZULWHUVKDYHWKHLUVD\´EXW³VHULRXVZULWHUV´RIPDQ\GLIIHUHQWIDith  traditions  
have  had  their  say,  and  what  they  say  is  that  although  Elie  may  long  for  a  literary  
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depiction  of  belief  as  whole,  unified,  and  clear,  belief,  as  it  is  often  experienced  in  the  
contemporary  world,  is  partial,  fragmented,  and  ambiguous.  In  contemporary  literature  
that  makes  any  mention  of  the  possibility  of  belief,  the  decision  of  whether  or  not  to  
believe  is  but  one  more  choice  amidst  many  decisions  that  individuals  must  make,  one  
that  can  provide  some  measure  of  comfort,  solace,  or  insight,  but  one  that  falls  short  of  
³SXWWLQJLWDOOWRJHWKHU´ (OLH   
The  state  of  contemporary  literature  of  belief  is  well  covered  in  both  John  
0F&OXUH¶VPartial  Faiths:  Postsecular  Fiction  in  the  Age  of  Pynchon  and  Morrison  
 DQG$P\+XQJHUIRUG¶VPostmodern  Belief:  American  Literature  and  Religion  
since  1960  (2010),  both  of  which  discuss  the  partialness  of  contemporary  faith  and  the  
ambiguities  of  modern  belief.  What  I  seek  to  do  in  this  chapter  is  examine  the  depiction  
of  belief  within  the  work  of  contemporary  Catholic  writers,  which  is  an  area  not  covered  
by  either  McClure  or  Hungerford,  neither  of  whom  discuss  any  writers  who  self-identify  
as  practicing  Catholics.1  No  contemporary  Catholic  writer  writes  about  belief  in  the  
manner  that  Elie  is  seeking;;  althRXJKWKH\PD\VHHNWRLQ(OLH¶VZRUGV³XQGHUVWDQG
RXUVHOYHVDQGRXUSODFHRQHDUWK´QRQHGHSLFWVIDLWKDVSURYLGLQJGHILQLWLYHDQVZHUVWR
OLIH¶VP\VWHULHV(YHQDZULWHUOLNH5RQ+DQVHQZKRDVDQRUGDLQHGGHDFRQLQWKH
Catholic  Church,  comes  as  close  as  any  contemporary  writer  to  the  clarity  of  religious  
EHOLHIIRXQGLQWKHOHWWHUVRI)ODQQHU\2¶&RQQRUVWLOOZULWHVILFWLRQWKDWSUHVHQWVD
religious  vision  that  remains  deeply  ambiguous.  Mariette  in  Ecstasy  (1991),  his  novel  
                                                                                                  
1

  Hungerford  discusses  the  work  of  Don  DeLillo,  who  was  raised  Catholic,  and  whose  experience  of  
Catholicism  was  clearly  an  important  influence  on  his  writing,  but  DeLillo  has  not  been  a  practicing  
Catholic  as  an  adult.  
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about  a  young  nun  who  receives  the  stigmata,  contains  some  of  the  most  beautiful  and  
VLQFHUHGHSLFWLRQVRIWKHPLUDFXORXVLQ$PHULFDQOLWHUDWXUHDQG0DULHWWH¶VUHIOHFWLRQVRQ
the  love  and  presence  of  God  in  her  life  speak  to  the  kind  of  wholeness  and  clarity  that  
Elie  is  asking  for,  but  the  entire  novel  is  wrapped  in  a  layer  of  ambiguity  because  Hansen  
GRHVQRWLQGLFDWHZKHWKHU0DULHWWH¶VH[SHULHQFHRIWKHVWLJPDWDLVDXWKHQWLFRUQRW2  The  
reader  is  given  the  choice  of  whether  or  not  to  believe.  This  is  the  state  of  modern  belief;;  
it  involves  a  process  of  discernment,  and  even  choosing  to  believe  does  not  necessarily  
bring  solace  or  surety.  Mariette  is  ultimately  asked  to  leave  her  convent  community,  and  
lives  out  her  days  alone.  In  contemporary  society,  the  experience  of  God  can  be  
comforting  and  isolating  at  the  same  time.    
3DXO(OLHZDQWVWRILQG³WKHZULWHUZKRFDQGUDPDWL]HEHOLHIWKHZD\LWIHHOVLQ
your  experience,  at  once  a  fact  on  the  ground  and  a  sponsor  of  the  uncanny,  an  account  of  
our  predicament  that  still  and  all  has  thHROGSRZHUWRSHUVXDGH´The  strongest  
contemporary  literature  of  belief  is  that  which  depicts  belief  as  it  is  actually  experienced,  
though,  not  as  we  might  wish  for  it  to  be.  Contemporary  Catholic  literature  is  concerned  
with  (OLH¶V  process  of  dramatizing  the  experience  of  belief,  but  it  does  so  by  reflecting  the  
contemporary  predicament,  which  is  that  religious  faith  in  the  postmodern  world  does  not  
have  the  old  power  to  persuade.  It  may  still  have  power,  but  it  is  certainly  not  the  old  
power;;  in  contempRUDU\OLWHUDWXUHEHOLHILQ*RGFDQGLVUXSWDQLQGLYLGXDO¶VVHQVHRI
                                                                                                  
2

  It  is  of  note  that  Hansen  sets  his  most  explicitly  Christian  novel  in  the  early  1900s,  when  a  culture  of  
EHOLHIZDVPRUHZLGHVSUHDG7KLVLVZK\IRUWKHFKDUDFWHUVLQWKHQRYHOWKHTXHVWLRQRI0DULHWWH¶V
stigmata  is  not  a  referendum  on  the  possibility  of  such  miraculous  things  happening  at  all,  but  rather  a  
TXHVWLRQDERXWZK\WKLVKDSSHQVWR0DULHWWHLQSDUWLFXODU+DQVHQ¶VQRYHOWKXVengages  with  questions  of  
faith  on  a  variety  of  levels,  probing  the  conflict  between  personal  sanctity  and  the  demands  of  the  
community  (which  is  central  to  the  characters  within  the  novel)  as  well  as  the  broader  question  of  the  
possibility  of  miraculous  interventions  (a  fundamental  question  for  the  modern  reader).  
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surety,  and  awaken  her  to  new  ways  of  seeing  the  world,  but  it  does  not  impose  a  
definitive  narrative  of  clarity  and  meaning  on  existence.    
Alice  McDermott  and  Annie  Dillard  both  use  their  fiction  to  explore  the  
contemporary  experience  of  belief,  and  while  their  works  manifest  a  sense  of  the  divine  
presence  in  the  world,  there  is  no  sense  that  this  presence  brings  clarity  and  security.  Both  
writers  use  the  lens  of  human  mortality  as  the  focal  point  of  their  exploration  of  what  it  
means  to  believe  in  the  modern  age.  In  the  previous  chapters,  I  have  been  focusing  on  
writers  whose  Catholic  faith  led  them  to  write  fiction  structured  in  a  way  designed  to  lead  
the  reader  to  question  his  or  her  conception  of  the  divine,  and  to  focus  his  or  her  attention  
on  obstacles,  such  as  pride,  scientism,  and  the  modern  malaise,  which  prevent  humanity  
from  being  aware  of  the  possibility  of  transcendence,  but  there  is  a  concurrent  theme  at  
work  in  the  Catholic  literary  tradition.  By  this  point  in  this  study,  it  is  apparent  that  
Catholic  authors  use  not  only  violence,  but  specifically  the  reality  of  mortality,  as  a  key  
component  in  the  structure  of  their  fictions.  Catholic  writers  are  not  primarily  interested  
in  identifying  or  addressing  the  social  forces  that  contribute  to  the  violent  deaths  that  
permeate  their  fictions;;  they  may  be  interested  in  this  social  dimension,  but  their  primary  
focus  is  on  how  the  individual  responds  to  the  awareness  of  his  or  her  own  mortality.    
There  is  a  long  tradition  in  the  Catholic  arts  of  the  memento  mori  ±  the  presence  of  the  
skull  in  the  midst  of  a  still-life,  for  instance  ±  which  serves  as  a  reminder  that  even  in  the  
midst  of  life  we  are  all  inevitably  going  to  die.  The  tradition  of  the  memento  mori  is  tied  
to  the  long-standing  practice  of  the  Catholic  Church  admonishing  its  adherents  to  focus  
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RQWKH³IRXUODVWWKLQJV´±  Death,  Judgment,  Heaven  and  Hell.3  In  short,  both  the  Catholic  
faith  itself  and  the  artistic  expressions  put  forth  by  artists  exposed  to  the  Catholic  faith  
KDYHWUDGLWLRQDOO\EHHQVKDSHGE\WKHFRQWHPSODWLRQRIRQH¶VPRUWDOLW\  
Although  contemporary  American  society  is  often  accused  of  trying  to  hide  the  
reality  of  death  and  dying  from  itself,4  the  contemporary  Catholic  literary  imagination  
UHPDLQVLQVSLUHGE\FRQWHPSODWLRQRIPRUWDOLW\$VP\UHDGLQJVRI2¶&RQQRU3HUF\DQG
*DXWUHDX[KLJKOLJKWWKHVHDXWKRUVZULWHILFWLRQVLQZKLFKDEUXVKZLWKRQH¶VRZQ
impending  death  changes  the  protagonist  (and,  potentially,  the  reader),  leading  him/her  to  
GHHSHULQVLJKWVDERXWWKHPHDQLQJRIRQH¶VOLIH0DQ\RIWKHFODVVLFVRIWZHQWLHWKFHQWXU\
Catholic  fiction  function  as  a  memento  mori,  taking  the  idea  that  contemplation  of  death  
is  a  productive  task.  EveO\Q:DXJK¶VBrideshead,  Revisited)UDQFRLV0DXULDF¶V9LSHU¶V
Tangle0XULHO6SDUN¶VMemento  MoriRUDQ\QXPEHURI*UDKDP*UHHQH¶VQRYHOVWDNH
the  idea  of  a  deathbed  conversion,  or  at  least  a  change  of  perspective  which  results  from  
the  encounter  with  death,  quite  seriously.  Consider,  for  example,  one  of  the  recurring  
OLQHVIURP*UHHQH¶VBrighton  Rock³%HWZHHQWKHVWLUUXSDQGWKHJURXQGKHVRPHWKLQJ
VRXJKWDQGVRPHWKLQJIRXQG´  ZKLFKUHIHUVWRWKHSRVVLELOLW\IRUUHSHQWDQFHDQG
DFFHSWDQFHRI*RG¶VPercy  even  in  the  split  second  between  when  one  falls  from  a  
KRUVH¶VEDFNDQGZKHQRQHKLWVWKHJURXQG*UHHQH¶VSURWDJRQLVW3LQNLHUHSHDWHGO\PXOOV
                                                                                                  
3

  6HHIRULQVWDQFH³(VFKDWRORJ\´LQThe  Catholic  Encyclopedia.  

  

4

  -HIIUH\-RKQVRQLQ³'HQLDO7KH$PHULFDQ:D\RI'HDWK´GUDZVRQDQXPEHURIVRFLRORJLFDODQG
KLVWRULFDOVRXUFHVWRPDNHWKHFDVHWKDW³JHQHUDOO\VSHDNLQJWKH$PHULFDQDWWLWXGH>WRZDUGVGHDWK@LVRQHRI
avoidaQFH´DQGWKDWWKLVDYRLGDQFHLVIDFLOLWDWHGE\WKHJURZWKRIWKHIXQHUDOKRPHDQGKHDOWKFDUH
industries,  which  have  largely  hidden  the  processes  of  terminal  sickness  and  death  from  the  immediate,  
personal  sphere.  Catholic  literature,  in  its  focused  depictions  on  the  processes  of  death  and  dying,  
reintroduces  these  realities  to  the  consciousness  of  its  readers.   
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over  this  line,  wondering  if  there  will  be  time  for  him  to  turn  away  from  his  wickedness  
at  the  last  moment;;  Greene  indicates  that  such  a  thing  as  a  last  second  conversion  is  
SRVVLEOH%XWZKLOHWKHILFWLRQVRI*UHHQH:DXJK0DXULDFDQG2¶&RQQRUDUHFOHDUO\
interested  in  the  eternal  states  of  their  characters  souls,  I  contend  that  in  contemporary  
Catholic  literature  the  emphasis  has  shifted  towards  an  exploration  of  how  contemplation  
RIRQH¶VPRUWDOLW\FKDQJHVWKHLQGLYLGXDO¶VDFWLRQVLQWKHKHUHDQGQRZ&DWKROLF
literature  still  maintains  an  emphasis  on  mortality,  but  now  its  primary  focus  is  on  the  
ways  in  which  acknowledging  RQH¶VPRUWDOLW\DIIHFWVinterpersonal  relationships,  rather  
WKDQWKHLQGLYLGXDO¶VUHODWLRQVKLSWRWKHGLYLQH7KURXJKRXWWKHFRQWLQXXPRI&DWKROLF
literature,  though,  Catholic  artists  continue  to  draw  upon  the  tradition  of  the  memento  
mori  in  order  to  lead  their  readers  to  a  place  of  reflection.      
Mortality  is  a  central  concern  in  the  fiction  of  both  Alice  McDermott  and  Annie  
'LOODUGERWKRIZKRPSULRULWL]HWKHHIIHFWVRIRQH¶VDZDUHQHVVRIPRUWDOLW\RQRQH¶V
thoughts  and  actions  rather  tKDQRQWKHHWHUQDOVWDWHRIRQH¶VVRXO)RU0F'HUPRWWDQG
Dillard,  consciousness  of  mortality  is  tied  to  the  questions  of  what  to  believe  and  how  to  
OLYHWKHVHEHOLHIVDQGLQWKLVUHVSHFWWKH\UHDIILUP$P\+XQJHUIRUG¶VFODLPVUHJDUGLQJ
the  connections  between  belief  and  practice  for  writers  who  hold  religious  commitments.  
In  Postmodern  Belief,  her  study  of  the  contemporary  American  religious  imagination,  
Hungerford  draws  attention  to  ways  in  which  scholars  of  religious  studies  distinguish  
between  belief  and  practice,  prioritizing  the  study  of  religious  practice  while  
marginalizing,  if  not  completely  dismissing,  the  concept  of  studying  belief.  These  
VFKRODUVFRQWHQGWKDWDIRFXVRQEHOLHILVLQDGHTXDWHEHFDXVHLWRYHUVLPSOLILHV³WKH
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messiness  of  religious  practice,  cannot  tolerate  internal  contradiction,  and  lacks  the  
capaciousness  to  speak  to  the  diversity  of  reOLJLRXVOLIHLQ$PHULFD´    Instead  of  
WU\LQJWRLGHQWLI\WKHVSHFLILFFRQWHQWRIRQH¶VEHOLHIVWKH\EHOLHYH³WKHEHWWHU
TXHVWLRQ«LVDERXWZKDWyou  do:  Have  you  been  to  mass?  Have  you  ever  prayed  to  St.  
Jude?  Are  you  observant?  Do  you  talk  µJewish¶"´    
Hungerford  points  out  the  shortcomings  of  such  an  approach,  noting  that  while  
the  scholar  of  contemporary  religion  has  an  obligation  to  attempt  to  understand  the  
practice  of  lived  religion,  doing  this  without  acknowledging  the  beliefs  that  underlie  these  
SUDFWLFHVUHVXOWVLQDQLQFRPSOHWHSLFWXUHRIFRQWHPSRUDU\UHOLJLRXVOLIH³7KHGHFLVLYH
shift  of  interest  from  belief  to  practice,  and,  in  general,  the  shift  away  from  interest  in  
religious  meanings  in  favor  of  thick  description  of  efforts  to  track  the  workings  of  power,  
assumes  already  a  secular  point  of  view  that  must  be  different  from  a  religious  point  of  
view,  because  the  latter  remains  invested  in  knowing  itself  as  VXFKLQLWVRZQWHUPV´
(111).  +XQJHUIRUGFRQWHQGVWKDW³WKH&KULVWLDQSUDFWLWLRQHULQ$PHULFD«FDQQRWOLYH
UHOLJLRXVO\ZLWKRXWRQRFFDVLRQWU\LQJWRDUWLFXODWHWKDWNQRZOHGJH«$UWLFXODWLQJWKH
knowledge  iVSDUWRIWKHSUDFWLFH´ 12).  When  we  read  contemporary  Catholic  literature  
we  find  writers  who  articulate  a  vision  of  lived  belief  as  experienced  in  the  contemporary  
momentWKHLUFKDUDFWHUV¶VWUXJJOHVRYHUZKDWWREHOLHYHDQGKRZWRDFWRQWKHVHEHOLHIV
reflect  the  struggles  of  belief  in  the  modern  age.  While  both  McDermott  and  Dillard  have  
written  about,  and  discussed  in  interviews,  the  importance  of  their  faith  in  the  creation  of  
their  art,  neither  is  overly  invested  in  a  strictly  creedal  explanation  of  what  they  believe,  
or  why  they  believe  it,  and  this  ambiguity  is  at  the  heart  of  contemporary  Catholic  
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literature.  By  creating  literature  that  manifests  an  (at  times)  inchoate  faith,  but  one  that  is  
nevertheless  faith-filled  and  recognizably  Catholic,  they  are  uniting  the  strands  of  belief  
and  practice  in  a  way  that  is  distinctly  contemporary.  
Hungerford  notes  that  for  most  of  the  authors  she  studies  the  content  of  such  
EHOLHILVDOPRVWVXUHO\QRWGRFWULQDORUHYHQQHFHVVDULO\VLJQLILFDQW³EHOLHIUHPDLQVDWWKH
heart  of  American  SRSXODUGLVFRXUVHDERXWUHOLJLRQ´EXW³WKHFRQWHQWRIEHOLHIGRHVQRW
matter  to  many  WUDGLWLRQDOEHOLHYHUV´  :KLOH+XQJHUIRUG¶VFODLPVDERXWEHOLHIDQG
practice  are  applicable  to  contemporary  Catholic  writers,  most  of  whom  do  not  write  
particularly  orthodox  fictions,  the  content  of  belief  manifested  within  Catholic  fiction  
GRHVVWLOOPDWWHUDJUHDWGHDO$V,ZLOOVKRZZKDW0F'HUPRWW¶VDQG'LOODUG¶VFKDUDFWHUV
believe  about  their  own  mortality,  and  their  relationship  to  God,  is  an  essential  aspect  of  
how  they  live  in  the  world;;  often,  their  beliefs  are  inseparable  from  their  actions.5  By  
choosing  to  focus  on  ways  in  which  contemporary  Catholic  writers  use  modernized  
versions  of  the  memento  mori  tradition  to  clarify  what  their  characters  believe  about  God  
and  faith,  and  how  these  beliefs  affect  their  actions,  I  will  show  how  the  Catholic  
imagination  continues  to  manifest  an  integrated  approach  to  belief  and  practice.  Often,  
this  integration  appears  in  contemporary  Catholic  fiction  as  an  emphasis  on  orthopraxis,  

                                                                                                  
5

  ,QKHUGLVFXVVLRQRIWKHZRUNRI0DULO\QQ5RELQVRQ+XQJHUIRUGLQGLFDWHVWKDW5RELQVRQ¶VQRYHOV
GHPRQVWUDWH³WKDWRUGLQDU\SHRSOHKDYHULFKFRPSOLFDWHGLQWHULRUOLYHV«DVLOHQWGLVFRXUVHRIWKRXJKWWKDWLI
ZHNQHZLWVYRLFHZRXOGDVWRQLVKXV´DQGWKDWWKLVLVDUHIOHFWLRQRI³WKH3URWHVWDQWXQGHUVWDQGLQJRILQQHU
OLIH´  ,Q+XQJHUIRUG¶VYLHZWKH3URWHVWDQWLPDJLQDWLRQOLQNV³UHOLJLRXVGLVFRXUVHDQGUHOLJLRXVOLIH´
(114);;  I  contend  that  the  Catholic  imagination  finds  aspects  of  the  religious  in  all  facets  of  discourse  and  
lived  experience.  In  a  Catholic  novel  the  focus  does  not  need  to  explicitly  be  on  God  or  religious  
experience  in  order  to  serve  as  a  reflection  on  faith  or  grace.  
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or  correct  action,  over  dogma  and  creeds.6  While  characters  may  not  be  deeply  invested  
in  a  system  of  belief,  they  struggle  to  act  in  a  just  manner  toward  those  around  them,  and  
this  serves  as  a  demonstration  of  their  faith.  We  will  see  this  particularly  in  the  work  of  
Annie  Dillard,  but  ,EHJLQZLWKDQH[DPLQDWLRQRI0F'HUPRWW¶VQRYHOVEHFDXVHKHU
work,  too,  repeatedly  dwells  on  the  connection  between  belief  and  practice,  in  ways  that  
are  often  overlooked.  Many  of  her  Catholic  characters  know  exactly  what  they  believe  
about  God,  salvation,  heaven  and  hell;;  at  the  same  time,  these  beliefs  are  not  necessarily  
adequate  for  dealing  with  the  ambiguities  and  tensions  of  modern  life,  and  this  potential  
inadequacy  of  faith  is  an  essential  aspect  of  contemporary  religious  belief.  
$OLFH0F'HUPRWW¶V)LFWLRQ7HOOing  Stories  in  the  Face  of  Death  
I  need  to  note  from  the  start  that  there  is  some  debate  about  just  how  Catholic  
$OLFH0F'HUPRWW¶VILFWLRQUHDOO\LV7  While  her  work  is  often  included  in  anthologies  of  
Catholic  writers,  and  discussed  in  relation  to  the  Catholic  literary  tradition,  Paul  Giles  
GRHVQRWPHQWLRQKHULQKLVZRUNVKHLVQRWLQFOXGHGLQ0DU\55HLFKDUGW¶VCatholic  
Women  Writers:  A  Bio-Bibliographical  Sourcebook,  and  Ross  Labrie  dismisses  her  as  a  
&DWKROLFDXWKRUVD\LQJVKHZULWHVDERXW³&DWKROLFLVP«ZLWKKLVWRULFDOGHWDFKPHQWUDWKHU
                                                                                                  
6

  Orthopraxis  became  a  central  term  in  Catholic  theology  beginning  in  the  late  1960s,  stemming  from  the  
growth  of  liberation  theology  in  Latin  American  and  political  theology  in  Europe,  which  emphasized  the  
concept  that  right  practice  leads  to  right  belief.  6HH*XVWDYR*XWLHUUH]¶VVHPLQDOZRUNA  Theology  of  
Liberation  (1971).  For  an  examination  of  the  significance  of  orthopraxis  on  the  Catholic  literary  
imagination,  see  Mark  Bosco¶V*UDKDP*UHHQH¶V&DWKROLF,PDJLQDWion  (2005),  in  which  Bosco  
demonstrates  how  ³WKHUHOLJLRXVVHQVHLQ>*UHHQH¶V@QRYHOVDIWHUWKH>6HFRQG9DWLFDQ@FRXQFLOJURZVIURP
PHUHO\RUWKRGR[FRQVLGHUDWLRQVRIDFKDUDFWHU¶VSHUVRQDOVDOYDWLRQWRDUHIOHFWLRQRQorthopraxis,  the  right  
practice  of  a  FKDUDFWHU¶VVHUYLFHWRRWKHUVDVDPDQLIHVWDWLRQRIUHOLJLRXVIDLWKLQZKDWHYHUH[SUHVVLRQRQHLV
DEOHWRUHQGHULW´    
  
7
  This  is  true  of  many  contemporary  Catholic  writers  (including  Annie  Dillard,  as  we  shall  soon  see),  which  
perhaps  says  more  about  WKHQDWXUHRIFRQWHPSRUDU\&DWKROLFLGHQWLW\WKDQDERXWDQ\VSHFLILFDXWKRU¶V
Catholic  bona  fides.  
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WKDQWKURXJKWKHH\HVRIIDLWK´  7KHUHLVDQHOHPHQWRIWUXWKWRWKLVFODLP
McDermott  is  certainly  not  interested  in  exploring  the  mysteries  of  transcendence  and  
LPPDQHQFHLQWKHVDPHZD\VWKDW2¶&RQQRUDQG3HUF\GRVKHDFNQRZOHGJHVWKDWWKH
&DWKROLFQDWXUHRIKHUILFWLRQLVQRWLQDQ\ZD\GRFWULQDOZULWLQJ³$VDILFWLRQZULWHU,
am  not  interested  in  conversion,  transubstantiation,  the  mystical  body  of  Christ,  the  
LQIDOOLELOLW\RIWKHSRSH$TXLQDVRU$XJXVWLQH´ ³/XQDWLF´ +HUZRUNLVQHYHUWKHOHVV
worth  considering  as  Catholic  for  a  number  of  reasons.  It  would  be  hard  to  identify  
another  writer  who  has  so  ably  depicted  the  cultural  practices  of  mid-century  Irish-
American  Catholics,  or  the  ways  in  which  these  practices  provide  an  organizing  structural  
unity  in  the  lives  of  the  faithful.8  David  Anderson,  in  Religion  and  Ethics  Weekly,  
succinctly  makes  the  case  for  McDermott  as  a  Catholic  novelist,  calling  her  ³ERG\RI
ZRUN«one  of  the  most  insightful  and  accurate  sociological  portraits  of  Catholicism  in  the  
VHFRQGKDOIRIWKHWKFHQWXU\>DQG@DQHORTXHQWHYHQH[TXLVLWH«ZLWQHVVWRWKH
perseverance  and  also  transformation  of  the  faith  in  the  lives  RIRUGLQDU\IDPLOLHV´
$QGHUVRQ¶VDVVHVVPHQWLVQRWXQLTXH5REHUW/DXGHUKDVFDOOHG0F'HUPRWWD³FORVHW
WUDQVFHQGHQWDO7KRPLVW´RQHZKR³VHHVFUHDWLRQDVVDFUDPHQWDO«,Q0F'HUPRWW¶VQRYHOV
God  is  the  horizon  toward  which  the  characters  are  oriented,  the  atmosphere  that  
surrounds  them,  the  love  in  which  they  exist  and  move  and  have  their  being.  Because  
*RGLVSUHVHQWLQHYHU\KXPDQH[SHULHQFHHYHQVLQLWLVHDV\WRRYHUORRNWKDWSUHVHQFH´
                                                                                                  
8

  )RUPRUHRQWKH,ULVK&DWKROLFFXOWXUDOHOHPHQWVLQ0F'HUPRWW¶VZRUNVHH3DWULFLD&RXJKODQ³3DSHU
*KRVWV5HDGLQJWKH8QFDQQ\LQ$OLFH0F'HUPRWW´6LQpDG0R\QLKDQ³µ1RQHRIXVZLOODOZD\VEHKHUH¶
:KLWHQHVV/RVVDQG$OLFH0F'HUPRWW¶VAt  Weddings  and  Wakes´DQG0DU\3DQLFFLD&DUGHQ³0DNLQJ
/RYH0DNLQJ+LVWRU\ $QWL 5RPDQFHLQ$OLFH0F'HUPRWW¶VAt  Weddings  and  Wakes  and  Charming  
Billy.´  
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3DWULFLD6FKQDSSLQKHUHVVD\³6KDGHVRI5HGHPSWLRQLQ$OLFH0F'HUPRWW¶V1RYHOV´
H[SORUHV0F'HUPRWW¶VHQWLUHERG\RIZRUN  DQGFRQFOXGHVWKDW0F'HUPRWW¶V³HVVHQWLDOO\
&DWKROLFYLVLRQ´LVPDQLIHVWLQERWKWKHWKHPHVVKHFKRRVHVWRZULWHDERXW±  ³VXIIHULQJ
IRUJLYHQHVVKRSHEHOLHIFKDULW\VLQDQGUHGHPSWLRQ´±  and  in  her  treatment  of  these  
themes  (19).  
McDermott  herself  often  raises  the  significance  of  her  Catholicism  when  
GLVFXVVLQJKHUZRUN6KHKDVFODLPHGWKDW&DWKROLFLVP³LVDPDGUHEHOOLRXVIDLWKRQH
that  flies  in  the  face  of  all  reason,  all  evidence,  all  sensible  injunctions  to  be  comforted,  to  
be  comfortable.  A  faith  that  rejects  every  timid  impulse  to  accept  the  fact  that  life  goes  on  
SOHDVDQWO\HQRXJKGHVSLWHDOOWKDWYDQLVKHVGHVSLWHGHDWKLWVHOI´ ³/XQDWLF´ 6KHJRHVRQ
WRFODLPWKDWEHLQJ&DWKROLFLV³a  mad,  stubborn,  outrageous,  nonsensical  refusal  to  be  
comforted  by  anything  less  than  the  glorious  impossible  of  the  resurrection  of  the  body  
DQGOLIHHYHUODVWLQJ´ ³/XQDWLF´,  sic).  Her  fiction  is  often  animated  by  this  tension  ±  she  
repeatedly  writes  about  death,  but  her  focus  is  not  primarily  on  the  characters  who  die,  
but  rather  on  how  those  who  survive  try  to  make  sense  of  death,  both  of  those  who  have  
died  but  also  of  their  own  impending  deaths.  Her  novels  pose,  both  implicitly  and  
explicitly,  the  queVWLRQRIZKDWLIDQ\WKLQJLVDQDGHTXDWHUHVSRQVHWRWKHIDFWRIRQH¶V
inevitable  mortality.  McDermott  offers  two  possible  solutions,  art  and  faith,  neither  of  
which  is  shown  to  be  entirely  up  to  the  task.    
3HUKDSVVXUSULVLQJO\0F'HUPRWW¶VFKDUDFWHUVDlthough  they  are  almost  
XQLYHUVDOO\&DWKROLFGRQRWGLVSOD\PXFKLQWKHZD\RIWKH³PDG´IDLWKWKDWVKHFODLPV
defines  her  own  Catholicism.  Her  characters,  particularly  her  narrators,  do  not  strike  us  as  
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unreasonable,  although  they  do  manifest  the  sensibility  that  McDermott  claims  
undergirds  the  Catholic  faith  ±  they  refuse  to  accept  loss  and  death  easily.  Her  narrators,  
when  faced  with  the  very  real  possibility  that  life  might  itself  be  meaningless,  construct  
narratives  of  belief  that  assert  order  within  existence,  and  yet  neither  they  nor  those  who  
hear  their  stories  are  particularly  comforted  by  them.  They  hold  out  hope  that  there  is  
something  more  than  narrative  that  can  be  offered  to  ameliorate  their  pain  and  fear.      
Child  of  My  Heart  (2002)  is  McDermoWW¶VPRVWIRFXVHGGHSLFWLRQRIDQ
LQGLYLGXDO¶VDWWHPSWWRXVHQDUUDWLYHWRKROGGHDWKDWED\9  but  the  novel  demonstrates  that  
although  this  desire  is  understandable  it  is  ultimately  both  childish  and  fruitless.  The  
novel  is  structured  as  the  adult  narratoU7KHUHVD¶VUHPHPEUDQFHRIDQLGHDOL]HGVXPPHU
and  although  the  novel  is  littered  with  traumatic  events,  including  the  statutory  rape  of  
Theresa  by  the  artist  whose  child  she  babysits,  a  number  of  marital  infidelities,  divorces,  
neglected  children,  and  thHLPSHQGLQJGHDWKRI7KHUHVD¶VFRXVLQ'DLV\ZKRLVVXIIHULQJ
IURPXQGLDJQRVHGOHXNHPLD7KHUHVD¶VQDUUDWLYHRIWKHVXPPHUPDQDJHVWRPLQLPL]H
these  traumas.  The  entire  novel  functions  as  the  grown-XS7KHUHVD¶VFRQWLQXHGDWWHPSWWR
keep  death  at  bay  through  assertion  of  story;;  even  though  she,  as  an  adult,  realizes  the  
LPSOLFDWLRQVRIKHUFRXVLQ¶VVLFNQHVVDVZHOODVWKHSHUYDVLYHQHVVRISDLQLQWKHOLYHVRI
the  people  around  her  fifteen  year-old  self,  she  refuses  to  let  this  trauma  overtake  her  
story.  Within  the  narrative,  her  fifteen  year-old  self  acknowledges  the  presence  of  death  
but  she  refuses  to  grant  it  any  permanent  power.  Although  intimations  of  mortality  
                                                                                                  
9

  McDermott  told  Charlie  Reilly  that  this  was  the  guiding  principle  for  her  narrative  technique;;  the  entire  
QRYHOIXQFWLRQVDV7KHUHVD¶VDWWHPSWWR³VWRSWLPH7KLVLVKRZVKHWDNHVDVWDQGDJDLQVWWKRVHVRQJVDERXW
the  deaths  of  children.  This  is  how  she  banishes  the  ZRUOGLQZKLFKFKLOGUHQGLH6KHZULWHVWKLVVWRU\´
(Reilly  565).  
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repeatedly  bubble  up  in  the  novel,  from  the  graphic  death  of  the  neighborhood  cat,  to  
Theresa¶VFODLPWKDWVKHUHPHPEHUVPHHWLQJKHUGHDGEURWKHULQKHDYHQEHIRUHEHLQJ
ERUQWR7KHUHVD¶VXQFOH¶VVWRU\DERXWDJKRVWIDWKHUDQGVRQZKRLQKDELWWKHDWWLFWKH
youthful  Theresa  repeatedly  transforms  these  tragic  events  into  magical  stories.  In  one  
early  example,  Theresa  spins  a  story  about  a  couple  who  honor  the  memory  of  their  dead  
son  by  creating  a  lollipop-filled  tree  in  their  front  yard  (10-11).  When  faced  with  the  
SURIXVLRQRIGHDWKERWKOLWHUDODQGLQDUWLVWLFIRUP7KHUHVDWKLQNV³,ZDQWHGWKHm  
EDQLVKHGWKHVWRULHVWKHVRQJVWKHIRROLVKWDOHV«,ZDQWHGWKHPVFULEEOHGRYHUWRUQXS
6WDUWRYHU'UDZDZRUOGZKHUHLWVLPSO\GRHVQ¶WKDSSHQDZRUOGRIRQO\FRORUQRIRUP´
 7KHUHVDVHHNVDZRUOGZKHUH³DOOGDUNWKLQJV>DUH@EDQLVKHGDJHFruelty,  pain,  
SRRUGRJVGHDGFDWV«DOOWKHFRPLQJJULHIVDOOWKHVHQWLPHQWDOPDXGOLQWDOHVIDVKLRQHG
RXWRIWKHGHDWKRIFKLOGUHQ´DUHIRUELGGHQ    
She  attempts  to  use  her  own  stories  to  fashion  this  world  without  pain  and  death,  
but  while  these  stories  provide  transitory  relief,  they  are  ultimately  powerless.  They  
FDQQRWVWDYHRIIWKHLQHYLWDELOLW\RI'DLV\¶VGHDWKany  more  WKDQ7KHUHVD¶VEOLQGUHIXVal  
to  accept  the  number  of  signs  that  point  toward  her  illness.  The  reader  knows  that  Daisy  
is  going  to  die  even  as  Theresa  refuses  to  see  or  acknowledge  it.  Although  Michiko  
.DNXWDQLLGHQWLILHV³7KHUHVD VIDLOXUHWRJHWKHUFRXVLQWRDGRFWRU´DVRQHRIWhe  more  
³EL]DUUHDVSHFWVRIKHUEHKDYLRU´,VHHWKLVQRWDVEL]DUUHEXWDVDYHU\UHDODQGKXPDQ
IODZRQWKHSDUWRI7KHUHVD0F'HUPRWWSXUSRVHIXOO\PDNHVWKHUHDGHUDZDUHRI'DLV\¶V
condition  even  as  the  youthful  Theresa,  and  her  grown-up  counterpart,  refuse  to  
UHFRJQL]HLWVRWKDWZHXOWLPDWHO\FRPHWRYLHZ7KHUHVD¶VUHIXVDOWRDFNQRZOHGJHUHDOLW\
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as  a  mistake  ±  DIRROLVKGDQJHURXVRQHEXWDOVRDYHU\KXPDQRQH,Q0F'HUPRWW¶V
view,  we  are  all  in  some  way  Theresa;;  we  refuse  to  acknowledge  our  own  mortality,  and  
the  mortality  of  our  loved  ones,  so  we  spin  stories  that  minimize  death,  or  that  transform  
it  into  something  manageable.  We  do  not  want  to  contemplate  the  memento  mori  in  our  
midst,  so  we  pretend  that  they  are  not  there.  McDermott  indicates  that  this  is  
understandable  when  we  are  children,  like  the  fifteen-year  old  Theresa,  but  that  when  we  
continue  to  hold  onto  these  narratives  into  adulthood,  like  the  now  grown  Theresa  who  
recounts  this  narrative,  then  we  are  holding  on  to  a  mistaken  view  of  existence.      
Child  of  My  Heart  indicates  that  we  cannot  use  our  stories  to  rob  death  of  its  
SRZHUEXW0F'HUPRWW¶V1DWLRQDO%RRN$ZDUGZLQQLQJCharming  Billy  (1998)  takes  a  
different  approach  to  the  relationship  between  narrative  and  death.  McDermott  uses  this  
novel  to  see  if  we  can  use  narrative,  not  to  ignore  death,  but  to  explore  it  and  to  try  to  
make  sense  of  it.  )RU0F'HUPRWWFRQWURORIRQH¶VQDUUDWLYHLVDV\QHFGRFKHIRUIDLWKLQ
general,  so  her  exploration  of  the  ways  in  which  narrative  responds  to  mortality  is  also  an  
exploration  of  the  adequacy  of  faith  to  deal  with  death.  She  indicates  that  a  faith  that  
refuses  to  acknowledge  death  is  essentially  meaningless,  whereas  a  faith  that  faces  death  
and  attempts  to  make  some  sense  of  it  has  value.  McDermott  makes  this  connection  
between  narrative  and  faith  explicit  in  an  interview  with  Elizabeth  Farnsworth,  stating,  ³,W
seemed  to  me  if  you're  telling  a  story  about  faith,  you're  also  telling  a  story  about  telling  
stories,  the  things  that  we  believe  in  ±  oXUVWRULHVWKDWZHKHDUDQGDUHWROG´6KHJRHVRQ
to  describe  her  work  as  being  ³XOWLPDWHO\«DERXWIDLWKDERXWZKDt  we  believe  in,  and,  
above  all,  what  we  choose  WREHOLHYHLQ´ )DUQVZRUWKHPSKDVLVDGGHG 0F'HUPRWW¶V
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prioritizing  of  the  choice  involved  in  this  process  is  central  to  her  conceptions  of  faith  in  
the  modern  world.  While  McDermott  illustrates  that  many  moderns  cannot  simply  accept  
an  understanding  of  existence  handed  down  by  fiat,  her  fiction  also  acknowledges  that  
what  we  believe  about  our  lives  and  our  place  in  the  world  determines  the  way  we  carry  
out  our  lives.  Our  belief  system  structures  our  lived  experience;;  the  two  are  inextricably  
linked.      
McDermott,  like  the  Catholic  writers  before  her,  structures  much  of  her  fiction  
around  death  and  suffering  because  she  knows  that  how  an  individual  chooses  to  make  
sense  of  these  difficult  yet  inescapable  elements  of  life  goes  a  long  way  towards  defining  
both  what  one  values  and  how  one  acts.  Her  fiction  often  contains  scenes  of  suffering  and  
violence  because  she  focuses  her  imagination  upon  scenarios  in  which  her  characters  are  
forced  to  choose  how  to  make  sense  of  these  moments,  and  what  they  choose  to  believe  
about  these  questions  in  a  very  real  way  defines  who  they  are  and  how  they  live.    
Although  this  dynamic  is  present  in  almost  all  of  her  novels,10  her  treatment  of  this  theme  
is  most  masterfully  handled  in  Charming  Billy.  The  novel  centers  on  the  family  of  Billy  
Lynch  as  they  attempt  to  come  to  grips  with  his  death  from  alcoholism,  but  it  is  
fundamentally  about  the  power  of  the  stories  we  tell  and  are  told.  The  novel  is  structured  
as  a  long  monologue  delivered  by  the  narrator,  Glory,  to  her  husband,  and  it  is  a  record  of  
*ORU\¶VDWWHPSWWRLQKDELWDQGUH-imagine  the  various  stories  that  she  has  inherited  from  
                                                                                                  
10

  In  addition  to  the  significance  of  this  dynamic  in  Child  of  My  Heart,  discussed  above,  consider  the  
central  importance  of  the  way  the  community  remembers  and  relives  the  violent  showdown  between  the  
young  hoods  and  the  suburban  fathers  in  That  Night  (1987),  or  the  various  characters  attempts  to  make  
VHQVHRI0D\¶VGHDWKLQAt  Weddings  and  Wakes  (1992),  or  in  the  ways  the  Keane  family  members  react  to  
the  death  of  Jacob  in  the  Vietnam  War  in  After  This  (2006).  
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KHUIDWKHU¶VJHQHUDWLRQLQRUGHUWRFRQVWUXFWDFRKHUHQWDFFRXQWRIZKHUHKHUIDPLO\KDV
come  from,  and,  by  extension,  who  she  herself  is  and  where  she  might  be  going.      
Storytelling  is  an  integral  part  of  the  Irish  imagination,  and  the  novel  is  filled  with  
various  stories  and  reminisces  recounted  by  the  mostly  male  members  of  the  older  
generation  during  the  wake  of  WKHQDUUDWRU¶VXQFOH%LOO\7KURXJKWKHVHVWRULHV%LOO\¶V
family  attempts  to  make  sense  of  his  life  and  his  gruesome  death;;  they  want  to  impose  a  
narrative  upon  his  death  that  will  give  them  some  sense  of  closure.  Billy  was  an  
alcoholic,  and  certain  members  of  his  family,  particularly  his  cousin  Dan  Lynch,  would  
like  to  fashion  a  romantic  tragedy  out  of  his  life.  The  elements  of  romantic  tragedy  are  
present  ±  the  death  of  a  young  lover  (Eva),  followed  by  the  downward  spiral  of  
alcoholism.  This  is  the  narrative  arc  the  readers  initially  believe,  but  Glory  undermines  
this  familiar,  mawkish  story  by  revealing  that  Eva  did  not  actually  die,  she  simply  took  
%LOO\¶VPRQH\DQGUHWXUQHGWR,UHODQG%LOO\¶VFRXVLQ'HQQLV*ORU\¶VIDWKHULQYHQWHGWKH
stRU\DERXW(YD¶VGHDWKWRVDYH%LOO\¶VSULGHDQGWKHSRZHURIWKLVURPDQWLFQDUUDWLYH
was  so  persuasive  to  Billy  that  he  allowed  it  to  shape  the  course  of  his  life.  He  embraced  
the  maudlin  role  of  doomed  lover,  and  like  the  hero  of  so  many  tragic  love  stories  he  
turned  to  alcohol  as  a  form  of  solace.  The  novel  then  becomes  not  one  more  tragic  love  
story,  but  rather  a  meditation  on  how  susceptible  individuals  are  to  the  power  of  
narrative.  
Glory  does  not  reveal  much  about  herself,  but  the  little  she  does  say  indicates  how  
VKHZDVVKDSHGE\DGHVLUHWRUHVLVWWKHGRPLQDQWQDUUDWLYHRIWKH,ULVK&DWKROLFJLUO³WDNH
DORRNDWDQXQPDUULHG,ULVKZRPDQ¶VDWWDFKPHQWWRKHUROGGDGLI\RXZDQWWRVHH
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VRPHWKLQJWUXO\IHURFLRXV,WZDV,VXSSRVHWKHYHU\LPDJH,¶GIought  against  myself,  in  
the  years  after  my  own  mother  died,  when  I  went  off  to  Canisius  instead  of  staying  
KRPH´  She  rejects  the  model  of  submissive  femininity,  but  ends  up  inhabiting  
another  traditional  Irish  Catholic  identity:  the  role  of  family  storyteller.  What  is  
significant  about  this  role  for  the  narrator,  though,  is  the  way  that  she  re-imagines  the  
VWRULHVVKHKHDUV6KHGRHVQRWVLPSO\UHFRXQWRWKHU¶VYHUVLRQVRIWKHVWRULHVVKHWHOOV
them  as  if  she  herself  was  present.  She  reveals  other  cKDUDFWHUV¶WKRXJKWVDQGHPRWLRQVLQ
situations  that  she  would  have  no  legitimate  access  to;;  her  role  as  storyteller  frees  her  to  
WHOOQRWRQO\KHURZQVWRU\EXWHYHU\RQHHOVH¶VDVZHOO7KLVDSSURSULDWLRQRIRWKHUV¶
stories  is  an  example  of  self-consciously  imaginative  narrative  power.  McDermott  
LQGLFDWHVWKDWHYHU\LQGLYLGXDO¶VZRUOGYLHZLVIRUPHGE\WKHVWRULHVWKDWZHDOORZRWKHUV
to  tell  us  or  that  we  tell  ourselves,  and  she  asks  us  to  pay  attention  to  the  stories  that  we  
allow  to  form  us.  The  careful  reader  of  a  McDermott  story  knows  that  the  story  we  are  
hearing  is  just  one  more  recreation  of  the  past,  and  that  while  it  is  engaging,  nothing  
about  it  requires  our  submission  to  its  vision  of  events  or  outcomes.  Just  as  we  realize  
that  Billy  was  mistaken  in  his  submission  to  the  tragic-romantic  view  of  his  own  life,  we  
NQRZWKDWWKHVLJQLILFDQFHRI*ORU\¶VVWRU\LVQot  authoritative  but  creative.  The  
QDUUDWLYHVZHWHOODQGDUHWROGDUHLPSRUWDQWEXWDV*ORU\DFNQRZOHGJHVQRVWRU\³ZKHQ
you  came  right  down  to  it,  was  unEUHDNDEOHXQFKDQJHDEOH´    This  freedom  from  the  
authority  of  narrative  can  be  liberating  or  terrifying  ±  the  characters  in  the  novel  who  
realize  that  this  creative  power  is  available  to  them  struggle  with  the  concept  of  God  and  
the  afterlife,  recognizing  that  these  might  simply  be  more  stories  that  we  tell  ourselves.  
  

190  
  
Since,  for  McDermott,  narrative  and  faith  are  inextricably  linked,  acknowledging  that  all  
narratives  can  be  reshaped,  or  discarded,  is  tantamount  to  accepting  that  faith  is  itself  
essentially  a  choice,  and  as  such,  it  holds  no  claim  to  objective  truth.  
The  novel  ends  with  Glory  taking  on  this  existential  dread.  What  are  we  left  with  
if  we  cannot  trust  the  literal  truth  of  the  narratives  we  inherit  and  pass  on?  Glory  
acknowOHGJHVWKDWZHFDQQRWWHOOWKHGLIIHUHQFHEHWZHHQ³ZKDWZDVDFWXDODVRSSRVHGWR
ZKDWZDVLPDJLQHGDVRSSRVHGWRZKDWZDVEHOLHYHG´EXWVKHJRHVRQWRDVVHUWWKDWWKHVH
GLVWLQFWLRQVGRQRWPDNH³DQ\GLIIHUHQFHDWDOO´  7KHQRYHOHQGVZLWKDQDVVHUWion  
of  the  power  and  significance  of  storytelling  and,  by  extension,  of  belief,  but  the  entire  
novel  has  demonstrated  that  an  important  aspect,  perhaps  the  most  important  aspect,  of  
these  stories  is  the  ability  to  place  oneself  into  them,  and  to  become  a  co-creator  in  the  
process.  McDermott  supplies  an  important  corrective  to  views  of  narrative  that  are  
hierarchical  and  require  submission  to  the  stories  being  told,  which  is  ultimately  
reflective  of  the  pre-Vatican  II  conception  of  belief.  In  her  fiction,  anyone  can  become  
the  storyteller,  and  thus  can  reshape  the  contours  of  his  or  her  own  narrative.  
In  this  sense,  then,  her  work  can  be  read  as  a  commentary  on  the  practice  of  belief  
itself.  What  we  believe  is  a  matter  of  deciding  what  stories  to  accept,  and  which  to  reject.    
But  if  McDermott  believes  the  claim  of  her  narrator  that  there  is  no  difference  between  
what  was  actual,  imagined  or  believed,  does  this  not  place  her  in  line  with  those  other  
contemporary  writers,  discussed  by  Hungerford,  who  embrace  an  essentially  contentless  
EHOLHI"'RHV0F'HUPRWW¶VDVVHUWLRQRISRZHUDQGFRQWURORYHUZKDWDQGZK\WREHOLHYH
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XQGHUPLQHWKH&DWKROLFLW\RIKHUZRUN"2ULQRWKHUZRUGVLV0F'HUPRWW¶VLPSOLFLW
assertion  that  autonomy  is  more  important  than  obedience  necessarily  un-Catholic?    
7KH&DWKROLFOLWHUDU\WUDGLWLRQVWUHWFKLQJEDFNDWOHDVWWR-DFTXHV0DULWDLQ¶VArt  
and  Scholasticism  (1920),  provides  a  lengthy  record  of  evidence  that  Catholic  literature  is  
more  invested  in  posing  questions  than  asserting  dogma;;  throughout  the  twentieth  
century,  Catholic  literary  works  repeatedly  demonstrate  that  blind  acceptance  of  what  
VHHPVLQFRUUHFWRUXQUHDVRQDEOHLVZRUVHWKDWTXHVWLRQLQJDQGGRXEWLQJ0F'HUPRWW¶V
fiction  does  not  shy  away  from  the  troubling  questions,  but  she  does  not  give  doubt  the  
final  word,  either.  One  does  not  get  the  sense,  reading  McDermott,  that  she  knows  
something,  or  believes  something,  that  she  is  not  telling  us,  as  we  do  when  we  read  Percy.  
Percy  used  his  fiction  to  initiate  a  search  on  the  part  of  the  reader  because  he  believed  this  
would  lead  the  reader,  as  it  led  him,  to  God  and  the  Catholic  Church.  McDermott,  though,  
seems  to  pose  the  questions  because  they  are  deeply  troubling  to  her  and  she  has  no  
definitive  answers,  but  she  seems  to  believe  that  answers,  grounded  in  faith,  are  still  
possible.    
Her  characters  have  chosen  to  accept  the  tenets  of  Catholicism,  but  still  their  
Catholic  faith  is  shown  to  be  inadequate  to  fully  deal  with  the  problems  of  mortality  and  
suffering.  As  Glory  says  of  her  famiO\³$OOWKHLUKRSHVLQWKHHQGWKHLUSDLULQJVDQG
procreation  and  their  keeping  in  touch,  keeping  track,  futile  in  the  end,  failing  in  the  end  
to  keep  them  from  seeing  that  nothing  they  felt,  in  the  end,  KDVPDGHDQ\GLIIHUHQFH´
(212).  Her  repeated  use  RI³LQWKHHQG´IRUHJURXQGVWKHPRUWDOLW\WKDWHYHU\RQHPXVW
ultimately  face;;  all  of  the  narratives  of  the  novel  circle  around  this  fact,  that  everyone  is  
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going  to  eventually  die,  so  her  narrator,  characters,  and  readers  are  all  forced  to  
contemplate  the  VLJQLILFDQFHRIRQH¶VOLIH,PPHGLDWHO\DIWHUWKLVSDVVDJH*ORU\¶VIDWKHU
FODLPVWKDWKLVIHHOLQJVRIGHVSDLUZHUH³RQO\DEULHIORVVRIIDLWK´DQGWKDWRQFHDJDLQKH
³EHOLHYH>V@HYHU\WKLQJQRZ´  *ORU\DQGWKHUHDGHUUHPDLQXQFRQYLQFHGNQRZLQJ
tKDW³WKHUHZDVQRZD\RIWHOOLQJLIKHOLHG´  7KHTXHVWLRQSRVHGE\WKHQRYHOLVDQ
HVVHQWLDORQHIRUWKHEHOLHYHU,VIDLWKDQDGHTXDWHUHVSRQVHWRWKHIDFWRIRQH¶VLQHYLWDEOH
GHDWK"0F'HUPRWW¶VDQVZHULVDQHTXLYRFDOµSHUKDSV¶  
0F'HUPRWW¶VILFWLRn  does  indicate  that  there  is  something,  beyond  the  power  of  
the  stories  we  tell  ourselves,  that  can  offer  solace  in  the  face  of  death  ±  religious,  
specifically  Catholic,  ritual.  During  the  central  set-piece  of  Charming  Billy,  when  the  
family  is  holding  thHZDNH%LOO\¶VZLIH0DHYHLVRYHUFRPHZLWKJULHIDQGGHVSDLUDQG
ODPHQWVWRWKHSULHVW³,W¶VDWHUULEOHWKLQJ)DWKHU«WRFRPHWKLVIDULQOLIHRQO\WRILQG
WKDWQRWKLQJ\RX¶YHIHOWKDVPDGHDQ\GLIIHUHQFH´  11  While  McDermott  does  not  
offer  a  definitive  counter-narrative  of  faith  that  will  assure  Maeve  that  her  feelings  have  
essential  worth,  she  does  give  Maeve  the  presence  of  the  priest,  whose  authority  allows  
the  mourners  to  turn  over  their  grief  and  despair  to  someone  else.  Glory  states  that  once  
tKHSULHVWDUULYHV³:HDOOIHOWLWIHOWWKHWUHPHQGRXVUHOLHIWKDWZHILQDOO\KDGDPRQJXV
VRPHRQHZKRNQHZZKDWKHZDVGRLQJ´  7KHSULHVWVSHDNV³ZLWKDQDXWKRULW\WKDW
VXSHUVHGHGDOORXUH[SHULHQFHRI%LOO\´ -53),  and,  for  the  moment,  the  mourners  are  
                                                                                                  
11

  ,WLVVLJQLILFDQWWKDWWKLVSDVVDJHOLNH*ORU\¶VPHGLWDWLRQRQ³WKHHQG´GUDZVDWWHQWLRQQRWWRDFWLRQVEXW
WRIHHOLQJVRQHPLJKWH[SHFWWKHSDVVDJHWRUHDGµQRWKLQJ\RX¶YHdone¶QRWµQRWKLQJ\RX¶YHfelt¶EXW
0F'HUPRWW¶VIRFXVis  on  subjectivity,  because  how  one  feels  about  life  and  the  world,  whether  this  be  
GHVSDLUDQJHURUORYHGULYHVERWKRQH¶VEHOLHIVDQGRQH¶VDFWLRQV:KDW0DHYHLVFODLPLQJLQKHUGHVSDLU
is  that  her  interior  disposition,  which  is  the  motivating  factor  for  everything  else  in  her  life  and  defines  who  
she  is  as  an  individual,  is  essentially  meaningless.  
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relieved  to  surrender  to  this  authority.  They  lay  aside  their  own  attempts  to  construct  a  
narrative  of  meaning,  and  allow  the  priest  to  impose  one  upon  them.  This  surrender  to  
ritualized  authority  provides  them  with  the  solace  they  need.  But  while  the  priest  does  
SURYLGHDQDUUDWLYHWKDW³OLIHJRHVRQLQ&KULVW´KLVVWRU\RIVDOYDWLRQLVOHVVUHDVVXULQJWR
%LOO\¶VIDPLO\WKDQWKH&DWKROLFVDFUDPHQWDOULWXDORIWKH5RVDU\  
Abruptly,  before  Maeve  could  say  another  word,  the  priest  asked  us  all  to  say  a  
Rosary  with  him,  understanding  (of  course)  that  there  was  only  so  much  more  that  
could  be  said,  that  the  repetitiveness  of  prayers,  the  hushed  drone  of  repeated,  and  
by  its  numbing  repetition,  nearly  wordless,  supplication,  was  the  only  antidote,  
tonLJKWIRU0DHYH¶VKRSHOHVVQHVV(155)  
  
In  the  rosary,  the  priest  provides  a  counter-narrative  to  despair;;  one  that  is  sacramental,  in  
that  it  unites  both  word  and  action.  It  is  an  instantiation  of  faith  that  is  more  powerful  
than  narrative  alone.  It  is  not  WKHSULHVW¶VDWWHPSWWRPDNHVHQVHRI%LOO\¶VGHDWKWKDW
matters  in  that  moment,  but  rather  the  embrace  of  ritual.  This  moment,  which  is  echoed  
WKURXJKRXW0F'HUPRWW¶VRHXYUHE\VLPLODUVFHQHVRIVDFUDPHQWDO&DWKROLFLVP VXFKDV
the  wedding  that  closes  After  This LV0F'HUPRWW¶VLPSOLFLWUHVSRQVHWR+XQJHUIRUG¶V
claim  that  the  content  of  belief  does  not  matter;;  although  the  hierarchical  dissemination  
of  the  content  of  Catholic  belief  may  be  less  rigorous  than  in  the  pre-Vatican  II  era,12  the  
tradition  of  Catholic  sacramentality,  which  unites  belief  and  practice,  remains  lasting  and  
significant.    
,Q0F'HUPRWW¶VQRYHOVWKHUHDUHQRGHDWKEHGFRQYHUVLRQVRUPLUDFXORXV
transformations  and  infusions  of  grace.  McDermott  poses  hard  questions  about  the  
adequacy  of  faith  in  the  modern,  skeptical  age.  She  shines  her  fictional  lens  on  the  
                                                                                                  
12

  No  Catholic  is  now  forced  to  memorize  the  question  and  answer  format  of  the  Baltimore  Catechism,  for  
instance.  
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misery,  pain,  violence,  and  suffering  of  the  world,  and  looks  at  how  we  attempt  to  make  
sense  of  these  traumas.  McDermott  says  we  do  so  with  a  story;;  we  submit  ourselves  to  a  
narrative  of  existence,  or  we  create  our  own,  that  helps  us  find  order  and  meaning.  
Sometimes  this  narrative  includes  the  embrace  of  religious  belief,  and  sometimes  this  
acceptance  of  faith  provides  solace.  She  makes  no  definitive  claims  for  the  power  of  
narrative,  or  of  faith.  The  answers  they  provide  are,  at  best,  partial;;  but  her  fiction  
indicates  that  partial  answers,  and  glimpses  of  solace,  are  the  best  options  that  we  have  in  
the  modern  age.  
$QQLH'LOODUG¶V)LFWLRQ'HDWK&RQWHPSODWLRQDQG$FWLYH/RYH  
Alice  McDermott  responds  to  the  reality  and  inevitability  of  suffering  and  death  
first  through  the  assertion  of  a  narrative  that  provides  some  semblance  of  meaning,  and,  
when  that  narrative  breaks  down,  through  reliance  on  ritual.  Other  writers  in  the  Catholic  
tradition  have  markedly  different  responses  to  the  finality  of  death.  Within  the  work  of  
Annie  Dillard,  for  instance,  death  and  suffering  often  lead  toward  contemplation,  wonder,  
DQGDZH$Q\UHDGHURI'LOODUG¶VILFWLRQQRQ-fiction,  or  poetry  will  note  how  her  
imagination  is  repeatedly  drawn  to  images  of  violence  and  suffering.  For  Dillard,  these  
moments  are  not  cause  for  despair  or  a  flight  from  rationality,  but  rather  they  serve  as  an  
occasion  for  the  individual  to  pay  attention  to  what  is  happening  in  his  or  her  life  and  
surrounding  environment.  Violence  functions  as  a  wake-XSFDOOZLWKLQ'LOODUG¶VZULWLQJ
DVLWGRHVLQ2¶&RQQRU¶VILFWLRQ ;;  the  typical  Dillard  character,  who  is  usually  some  
version  of  the  writer  herself,  is  often  awoken  to  a  new  way  of  seeing  and  understanding  

  

195  
  
the  presence  of  divinity  at  work  in  the  world,  or  what  might  be  described  as  mystical  
insight,  a  comprehension  of  reality  beyond  words.    
:LWKLQ'LOODUG¶VQRQ-fiction  in  particular,  reflections  on  violence  and  suffering  
lead  directly  to  contemplation  of  transcendence.  For  Dillard,  if  one  pays  enough  attention  
to  the  natural  world  then  it  can  serve  DVDUHYHODWLRQRIWKHGLYLQH'LOODUG¶VZULWLQJ
manifests  the  type  of  sacramental  sensibility  that  critic  Mary  Reichardt  identifies  as  a  
fundamental  aspect  of  Catholic  aesthetics:  ³DGHILQLQJIHDWXUHRID&DWKROLFYLVLRQDQG
one  that  sets  it  apart  from  strictly  deterministic  theories  is  that  it  is  open  to  supernatural  
mystery,  the  existence  of  another  world  beyond  that  of  the  senses  to  which  human  beings  
are  ultimately  RULHQWHG´  13  'LOODUG¶VZRUNLVFRQVWDQWO\SRLQWLQJWRZDUGWKHSUHVHQFH
of  transcendent  mystery,  and  this  P\VWLFDOHOHPHQWZLWKLQ'LOODUG¶VZRUNLVVRPHWKLng  
noted  by  a  number  of  critics.14  None  of  thesHFULWLFVGLVFXVV'LOODUG¶VILFWLRQLQDQ\GHSWK,  
though,  and  this  is  a  significant  omission  because  although  both  novels  convey  the  same  
sacramental  conception  of  reality  that  is  found  in  her  non-fiction,  where  the  natural  world  
and  the  people  within  it  serve  as  indications  of  the  presence  of  God,  the  novels  also  
                                                                                                  
13

  6HH&ROOHHQ:DUUHQ¶VAnnie  Dillard  and  the  Word  Made  Flesh:  An  Incarnation  Theory  of  Language  
 SDUWLFXODUO\&KDSWHU³6DFUDPHQWDO0HDQLQJ´IRUDGHWDLOHGGLVFXVVLRQRIVDFUDPHQWDOLW\LQ
'LOODUG¶s  work.  Warren  examines  both  'LOODUG¶V  understanding  of  the  specific  sacraments  of  Baptism  and  
&RPPXQLRQDQGKHUEURDGHUVDFUDPHQWDOYLHZRIH[LVWHQFHRUZKDW:DUUHQFDOOV'LOODUG¶V³FRQYLFWLRQ
WKDWPHDQLQJH[LVWVDQGREWDLQVLWVUHDOLW\WKURXJKWKHVSLULWXDO´    
  
14
  For  instance,  Sandra  Humble  Johnson,  in  The  Space  Between:  Literary  Epiphany  in  the  Work  of  Annie  
Dillard    GHVFULEHV'LOODUGDV³ERWKP\VWLFDQGURPDQWLF´  ZKRVHZRUNFDSWXUHV³PRPHQWV«RI
P\VWLFDOH[SHULHQFH´  6XH<RUHLQThe  Mystic  Way  in  Postmodernity:  Transcending  Theological  
Boundaries  in  the  Writings  of  Iris  Murdoch,  Denise  Levertov  and  Annie  Dillard  (2009),  writes  that  Dillard  
VHHNV³VSLULWXDOPHDQLQJWKURXJKDV\QWKHVLVRILPDJLQDWLRQDQGLQWHOOHFWLQGLDORJXHZLWKWKHP\VWLFDO
WUDGLWLRQ´    Yore  goes  on  to  note,  in  language  that  calls  to  mind  the  phrasiQJRI:LOOLDP/\QFK³)RU
Dillard,  surrendering  oneself  to  the  blinding  presence  of  God  is  not  about  escape  from  this  world,  but  a  
GHHSHUHQFRXQWHUZLWKUHDOLW\´    
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provide  an  important  counterpart  to  the  mystical  revelations  of  her  non-fiction.  In  
particular,  The  Maytrees  (2007),  her  last  novel  and  final  published  work,15  emphasizes  
the  values  of  community  and  loving  service,  rather  than  mystical  transcendence,  even  
though  it  is  in  part  a  character  study  of  a  woman,  Lou  Bigelow,  who  becomes  a  sort  of  
modern  day  ascetic  and  mystic.  Because  of  its  exploration  of  both  contemporary  
mysticism  and  its  prioritizing  oIORYHLQDFWLRQ,ILQGLWWREH'LOODUG¶VPRVWUHFRJQL]DEO\
Catholic  work.  This  may  be  surprising,  since  although  Dillard  has  long  identified  herself  
with  the  Catholic  faith,  in  recent  years  she  has  disavowed  membership  in  any  particular  
faith  tradition  ±  KHUZHEVLWHFXUUHQWO\OLVWVKHUUHOLJLRXVDIILOLDWLRQDV³QRQH´16    She  has  
provided  no  further  explanation  of  her  current  religious  practice.    
Despite  her  current  lack  of  religious  identification,  it  is  still  an  enlightening  
project  to  read  Dillard  in  light  of  the  Catholic  literary  tradition,  and  there  are  a  number  of  
valid  reasons  for  continuing  to  do  so,  including  the  persistence  of  Catholic  themes  within  
KHUZRUN,QVKHUHFHLYHGWKH&DPSLRQ0HGDOIRUKHU³FRQWULEXWLRQWRWKH&DWKROLF
tradition  oIDUWVDQGOHWWHUV´DQGKHUDELOLW\WRPHOGKHU³FUDIWDQGUHOLJLRXVFRQYLFWLRQ´ &
Smith).  Dillard,  like  Percy,  Waugh  and  Greene,  was  a  convert  to  Catholicism;;  she  joined  
WKHFKXUFKLQFLWLQJ&DWKROLFLVP¶VGLYHUVLW\DVDQLPSRUWDQWIDFWRULQKHUFKRice  of  a  
IDLWKWUDGLWLRQ³:KDW,OLNHDERXWWKH&DWKROLFVLVWKDWWKH\KDYHWKLVVRUWRIPXVVHG-up  
human  way.  You  go  to  the  Episcopal  church,  and  people  are  pretty  much  all  alike.  You  
go  to  a  Catholic  church,  and  there  are  people  of  all  different  colors  and  ages,  and  babies  
                                                                                                  
15

  Dillard  has  claimed  in  a  number  of  venues  that  she  will  not  publish  any  more  works;;  see  New  York  
Magazine-XQH³/HJHQGDU\:ULWHU5HWLUHV'LOODUG¶V'RQH´  
  
16
  See  http://www.anniedillard.com/curriculum-vitae.html  
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VTXDOOLQJ<RX UHWDNLQJDVWDQGZLWKWKHVHSHRSOH<RX UHVD\LQJµ+HUH,DP2QHRIWKH
SHRSOHZKRORYH*RG¶7KH\ UHUHDOO\XQLYHUVDOUHDOO\FDWKROLF´ &DQWZHOO 7KLVLGHDRI
presence  amidst  a  community  of  worship  is  important  to  Dillard;;  she  cited  it  in  a  later  
LQWHUYLHZDVZHOOQRWLQJ³2QHRIWKHPDLQSRLQWVRI&DWKROLFLVPLVDQRQ\PLW\1RERG\
looks  at  you  when  you  go  to  a  Catholic  church.  You  just  stand  up  there  and  worship  and  
hang  out,  sort  of  representing  the  body  of  people  RQHDUWK´ *URVV   
She  has  often  discussed  the  religious,  and  particularly  Catholic,  dimensions  of  her  
work,  although  she  has  not  made  as  many  explicit  claims  regarding  the  connection  
between  her  faith  and  her  work  in  the  twenty-first  century  as  she  did  in  the  1980s  and  
µV:KHQDVNHGWRGHVFULEHWKHUHODWLRQVKLSEHWZHHQKHU³VSLULWXDOOLIHDVD&DWKROLFDQG
>KHU@DUWLVWLFZULWLQJOLIH´'LOODUGUHVSRQGHG³7KH\¶UHLQWLPDWHO\OLQNHG,DOPRVWDOZD\V
HQGXSZULWLQJDERXWUHOLJLRQ´ $ERRG 6KHJRHVRQWRHxplain  that  even  though  her  
work  may  not  necessarily  focus  on  Catholic  characters,  her  themes  are  influenced  by  the  
Catholic  faith  tradition.  Speaking  specifically  about  her  novel  The  Living,  she  notes  that  
its  focus  on  mortality  and  the  inevitability  of  death,  or  what  she  describes  as  the  main  
FKDUDFWHU¶VUHDOL]DWLRQWKDW³WKHIDFWWKDWKHOLYHVXQGHUGHDWKJLYHVKLPOLIH´LV³D
UHOLJLRXVLQVLJKW´ $ERRG DQGVhe  connects  this  insight  to  the  monastic  practice  of  
NHHSLQJ³DIUHVKO\GXJJUDYHULJKWQH[WWR  WKHFKDSHO´DVDVRUWRISHUVLVWHQWmomento  
mori.  Throughout  her  work,  both  non-fiction  and  fiction,  Dillard  continually  explores  this  
UHODWLRQVKLSEHWZHHQPRUWDOLW\DQGOLIH¶VPHDQLQJZLWKLQKHUZRUNWKHFRQVWDQWUHPLQGHU
of  the  inevitability  of  death  EULQJV³FODULW\WR>SHRSOH¶V@OLYHVDQGWKRXJKWV´ $ERRG   
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But  this  is  not  to  say  that  Dillard  glosses  over  the  reality  of  pain  and  suffering  in  
favor  of  an  easy  recourse  to  millennial  alternatives  to  suffering.  If  anything,  her  work  
highlights  the  cruelty  of  both  humanity  and  nature,  and  she  explores  how  humanity  can  
possibly  respond  to,  or  make  sense  of,  the  violence  of  the  world.  Bruce  Ronda  notes  that  
'LOODUG¶VDQVZHUWRWKHSUREOHPRIHYLODQGVXIIHULQJLVHVVHQWLDOO\DFRQWHPSODWLYHRQH
He  assertVWKDW'LOODUG¶VZRUNLV³GRPLQDWHGE\WKHH[SHULHQFHRIVXIIHULQJ´DQGWKDWLW
PDQLIHVWVWKHEHOLHIWKDW³ZLOOLQJQHVVWRVXIIHULVHVVHQWLDOWRWKHFRQWHPSODWLYHOLIH´
which  he  connects  to  the  long  tradition  of  Christian  mysticism.  Ronda  notes  that  this  
WUDGLWLRQKROGVWKDW³VXIIHULQJFDQEULQJQHZVHHLQJQHZIHHOLQJDQGQHZDZDUHQHVVLWLV
a  path  to  God.  Fully  receptive  and  open,  the  contemplative  is  increasingly  aware  of  her  
own  pain  and  the  paLQDURXQGKHU´+HFRQFOXGHVWKDW  'LOODUG¶VDELOLW\WRPDke  the  
FRQQHFWLRQ³EHWZHHQNQRZLQJGHHSO\DQGVXIIHULQJGHHSO\PDNHVKHUDP\VWLFIRURXU
WLPH´17  
But  while  there  are  many  ways  that  discussing  Dillard  as  Catholic  writer  helps  to  
illuminate  her  influences  and  her  artistic  goals,  it  would  be  a  mistake  to  argue  that  she  is  a  
particularly  orthodox  writer.  Dillard  has  disavowed  any  interest  in  doctrine,  claiming,  
³7KDW VQRWZKDWUHOLJLRQLVDERXW,W VDERXWOLYLQJWKHOLIHLQDUHODWLRQVKLSZLWK*RG
And  you  don't  have  to  believe  any  of  that  stuff.  It's  not  a  matter  of  checking  a  list  of  
EHOLHIVWRVD\µ<HVZLWKRXWFURVVLQJDQ\ILQJHUV,FDQVD\\HVWRDOOWKHVHWKLQJV¶´  
                                                                                                  
17

  5RQGD¶VDQDO\VLVLVYHU\VLPLODr  to  that  of  Sue  Yore,  in  The  Mystic  Way  in  Postmodernity,  but  Ronda  
PDNHVDPRUHGHILQLWLYHOLQNEHWZHHQ'LOODUG¶VFRQWHPSODWLRQRIYLROHQFHDQGSDLQLQWKHZRUOGDURXQGKHU
DQGKHURZQH[SHULHQFHRIVXIIHULQJ<RUHOLQNV'LOODUG¶VFRQWHPSODWLRQRIVXIIHUing  to  the  practice  of  
ZRUVKLS³WKHRQO\UHVSRQVHWRWKHQXPHURXVEUXWDOLWLHVWKDW'LOODUGFDQWKLQNRILVRQHRIZRUVKLSDQGVR
VKHVHWVRIIWRWKHORFDOSDULVKFKXUFKZLWKDERWWOHRIFRPPXQLRQZLQHWXFNHGXQGHUKHUDUP´  EXW
Ronda  posits  a  middle  step,  in  which  Dillard  enters  fully  into  the  experience  of  suffering.  
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(Gross).  +HUHVKHVHHPVWREHHFKRLQJ+XQJHUIRUG¶VFODLPWKDWWKHFRQWHQWRIEHOLHIGRHV
not  matter,  but  her  work  reveals  a  more  nuanced  relationship  between  belief  and  religious  
practice.  In  her  nonfiction  she  repeatedly  turns  to  religious  thinkers  (from  a  variety  of  
faith  traditions)  in  order  to  see  how  what  they  believed  about  God  and  the  relationship  
between  God  and  humanity  affected  their  conception  of  existence.  In  her  novels,  the  
connection  between  beliefs  and  actions  is  equally  important,  and  although  her  characters  
are  not,  for  the  most  part,  Catholic,  their  worldviews  are  compatible,  and  often  
indistinguishable,  from  a  Catholic  understanding  of  existence.18  So  although  in  recent  
years  Dillard  has  provided  no  information,  in  interviews  or  in  print,  as  to  her  current  
religious  practices  beyond  declaring  her  current  lack  of  religious  affiliation,  I  am  
primarily  interested  in  the  religious  sensibility  manifested  in  her  work  and  the  
connections  that  can  be  made  between  what  her  characters  believe  and  how  they  respond  
to  violence  and  intimations  of  their  own  mortality.    
Her  work  is  a  challenge  to  both  the  believer  and  the  skeptic.  In  her  focus  on  
VXIIHULQJDQGYLROHQFHVKHPDNHVWKRVHZKRZRXOGSURYLGHSLRXVSODWLWXGHVDERXW³WKH
ZLOORI*RG´WKLQNFDUHIXOO\LIVXFKDQLGHDRI*RGLVZRUWK\RIEHOLHIRUUHYHUHQFH19;;  at  
the  same  time,  she  pushes  the  non-believer  toward  moments  of  revelation  and  
transcendence,  indicating  that  despite  the  violence  of  the  world,  there  is  more  to  living  
                                                                                                  
18

  This  is  particularly  significant  in  the  case  of  Lou  Bigelow,  whose  denial  of  self-interest  and  embrace  of  
self-sacrificial  service  embody  central  tenets  of  Catholic  ethics,  although  these  ethical  mores  are  not,  of  
course,  exclusive  to  Catholicism.  
  
19
  In  For  the  Time  BeingVKHZULWHV³0DQ\WLPHVLQ&KULVWLDQFKXUFKHV,KDYHKHDUGWKHSDVWRUVD\WR*RG
µ$OO\RXr  DFWLRQVVKRZ\RXUZLVGRPDQGORYH¶(DFKWLPH,UHDFKLQYDLQIRUWKHcourage  to  rise  and  shout,  
µ7KDW¶VDOLH¶±  MXVWWRSXWWKLQJVRQDVROLGIRRWLQJ´    

  
  

200  
  
WKDQWKHµQDVW\EUXWLVKDQGVKRUW¶FRPSHWLWLRQIRUVXUYLYDO6he  told  Notre  Dame  Alumni  
Magazine  KHUZRUNRIWHQ³VWDUWVZLWKWKHPRVWDSSDOOLQJVXffering  that  people  have.  
There's  a  reason  for  that.  I'm  trying  to  get  rid  of  the  idle  reader  who  thinks  of  me  as  this  
little  mystic  nature  writer.  That's  why  I  make  the  beginnings  of  my  books  tougher  and  
tougher:  if  you  can't  stand  this,  would  you  please  put  this  book  down?  Don't  buy  it,  don't  
write  me  a  letter,  don't  complain´  (quoted  in  Gross).  At  the  same  time,  her  work  does  not  
simply  wallow  in  this  suffering.  It  pushes  through  it,  uses  it,  to  gain  a  new  awareness  of  
divine  presence  amidst  the  suffering.    
Critics  have  noted  this  dynamic  in  her  non-fiction,20  but  since  Dillard  is  most  
often  categorized,  and  studied,  as  a  nature  writer  or  as  a  spiritual  writer,  rather  than  as  a  
novelist,  the  connections  between  violence,  suffering  and  insight  have  been  overlooked  in  
her  fiction.  While  these  connections  form  the  core  of  her  sprawling  historical  novel  The  
Living,  I  find  The  Maytrees  WREH'LOODUG¶VPRVWFRPSHOOLQJDWWHPSWWRPDNHVHQVHRIWKH
relationship  between  suffering  and  grace.  The  novel  is  a  spare,  lyrical  meditation  on  love  
and  death.  The  central  significance  of  the  latter  should  come  as  no  surprise  to  any  Dillard  
reader;;  she  did,  after  all,  conclude  her  book  On  Writing  with  an  extended  reflection  about  
a  stunt  pilot  who  dies  a  fiery  death  after  crashing  his  plane  mid-stunt.  It  would  be  
impossible  to  overstate  the  significance  of  violence  ±  random,  deliberate,  natural,  or  
premeditated  ±  RQ'LOODUG¶VLPDJLQDWLRQPilgrim  at  Tinker  Creek  (1974),  her  most  
                                                                                                  
20

  6HHSDUWLFXODUO\³7KH'DUN6LGHRI([LVWHQFH´DQG³7KH'DUN1LJKW´LQ6XH<RUH¶VThe  Mystic  Way  in  
Postmodernity  (pages  173-82,  201-09),  in  which  Yore  connects  DiOODUG¶VLQWHQVHIRFXVRQVXIIHULQJWRWKH
mystical  tradition  of  the  via  negativaZKLFKWHDFKHVWKDW³DQDZDUHQHVVDQGDFFHSWDQFHRIVXIIHULQJ«LVWKH
SUHFXUVRUWRWKHRORJLFDOWUDQVIRUPDWLRQDQGLQWHJUDWLRQ´    
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celebrated  work,  is  at  least  as  preoccupied  with  the  violence  of  the  natural  world  as  it  is  
with  its  beauty  and  transcendent  signification.21  This  theme  clearly  remains  central  to  her  
literary  imagination,  since  she  was  still  grappling  with  it  twenty-five  years  later  in  For  
The  Time  Being  (1999),  which  makes  the  connection  between  suffering  and  grace  its  
central  theme.  Holy  the  Firm  (1977),  though,  is  her  most  extended  meditation  on  the  role  
of  suffering  in  the  world,  and  it  is  worth  taking  a  moment  to  note  the  conclusions  that  
Dillard  offers  her  readers  in  this  short  work,  because  they  differ  dramatically,  and  
significantly,  from  the  ones  offered  in  The  Maytrees.    
I  must  admit  that  I  find  Holy  the  Firm  to  be  problematic.  The  central  meditation  
of  the  book  involves  a  girl,  Julie  Norwich,  who  suffers  terrible  burns  to  her  face  after  a  
plane  accident,  and  Dillard  uses  the  senselessness  and  randomness  of  this  accident  to  
raise  probing  questions  about  the  nature  and  significance  of  suffering,  and  she  does  so  in  
an  evocative,  stirring  way.  The  tripartite  structure  of  the  book  reflects  three  different  
approaches  to  suffering:  pagan,  rationalist  and  mystical,  which  Dillard  claimed  
FRUUHVSRQGWR³FUHDWLRQIDOODQGUHGHPSWLRQ´LQZKLFK³UHGHPSWLRQFRPHVLQWHUPVRI
P\VWLFDOH[SHULHQFH´ZKLFKDOORZV³WKHSHUVRQZKRSUays  [to]  know  precisely  the  kind  
RISRZHUKH¶VDGGUHVVLQJ´ $ERRG &ROOHHQ:DUUHQFRQWHQGVWKDW  Holy  the  Firm  
³FRQILUP V >'LOODUG¶V@EHOLHIWKDWVXIIHULQJ\LHOGVLOOXPLQDWLRQDQGFDQHQDEOHVSLULWXDO
FRQQHFWHGQHVV´  :DUUHQZULWHVWKDW'LOODUGWUDQVIRUPV³SDLQVXIIHULQJDQGGHDWK´
                                                                                                  
21

  Think,  for  instance,  of  her  startling  depiction  of  the  water-EXJDWWDFNLQJDIURJ³VXFN>LQJ@RXWWKH
YLFWLP¶VERG\>ZKLFKLV@UHGXFHGWRDMXLFH´  RUKHUGLVFXVVLRQRIWKH³KRUURUV´RIWKHLQVHFWZRUOG
ZKLFKVKHGHVFULEHVDV³DQDVVDXOWRQDOOKXPDQYDOXHDOOKRSHRIDUHDVRQDEOHJRG´ 64-65),  or  the  entirety  
RIWKHFKDSWHU³)HFXQGLW\´LQZKLFKVKHGHWDLOV³WKHWHHPLQJHYLGHQFHWKDWELUWKDQGJURZWKZKLFKZH
value,  are  ubiquitous  and  blind,  that  life  itself  is  so  astonishingly  cheap,  that  nature  is  as  careless  as  she  is  
bountiful,  and  that  with  extravagance  goes  a  crushing  waste  that  will  one  day  include  out  own  cheap  
OLYHV«HYHU\JOLVWHQLQJHJJLVDmemento  mori´    
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LQWR³HPEOHPVRIEHDXW\LQVLJKWDQGVSLULWXDOUHQHZDO´  :DUUHQLVFRUUHFWLQ
identifying  these  as  the  goals  of  the  book,  and  in  a  sense  Dillard  is  successful  in  
achieving  them.  But  I  find  her  aestheticization  of  JuOLH¶VSDLQDQGVXIIHULQJDQGKHUXVH
of  it  as  means  of  moving  reader  and  writer  towards  a  moment  of  transcendence,  to  be  in  
VRPHZD\GLVWDVWHIXODQGGLVKRQHVW'LOODUG¶VPHGLWDWLRQHQGVXSOHDYLQJWKHDFWXDO
physical  personhood  of  Julie  behind,  as  the  narrator  imagines  a  future  for  Julie  in  a  
FRQYHQW-XOLHKHUVHOIGRHVQRWH[SHULHQFHWKHQDUUDWRU¶VPRPHQWRf  insight  or  
transformation,  nor  does  she  even  know  of  it.  She  is  left  to  suffer  while  the  narrator,  led  
E\KHUPHGLWDWLRQVRQ-XOLH¶VVXIIHULQJLVPRved  towards  a  moment  of  mystical  
communion  with  the  transcendent.  
,ILQGWKLVILQDOPRYHPHQWLQZKLFKWKHQDUUDWRUWUDQVPXWHV-XOLH¶VVXIIHULQJLQWR
her  own  artistic,  indeed  ecstatic,  insight,  to  be  an  inadequate  response  to  the  problems  
raised  throughout  the  rest  of  the  book.  One  of  the  indelible  images  of  Holy  the  Firm  is  of  
DPRWKWKDWZDQGHUVLQWRDFDQGOHIODPHDQGEHFRPHVSDUWRIWKHILUH³$QGWKHQWKLV
moth-HVVHQFH«EHJDQWRDFWDVDZLFN6KHNHSWEXUQLQJ«6KHEXUQHGIRUWZRKRXUV
without  changing,  without  bending  or  leaning  ±  only  glowing  within,  like  a  building  fire  
glimpsed  through  silhouetted  walls,  like  a  hollow  saint,  like  a  flame-faced  virgin  gone  to  
*RG´  7KHPRWK¶VVXIIHULQJDQGVDFULILFHDUHOLQNHGWRWKHDUWLVW¶VSURFHVVRIVHOI-
emptying  sacrifice,  which  is  a  powerful  image,  but  when  the  narrator  goes  further,  and  
OLQNVWKLVDOVRWR-XOLH¶VVXIIHULQJVKHEHJLQVWRPLVWDNHPHWDSKRUIRUFRPSDVVLRQ7KH
final  movement  of  the  book  ignores  the  essential  humanity  and  uniqueness  of  the  
indivLGXDOLQTXHVWLRQ:KDWLVWKHFRQQHFWLRQEHWZHHQWKHQDUUDWRU¶VFRQWHPSODWLYH
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vision  and  the  actual  physical  suffering  of  Julie  Norwich  (who,  if  it  matters,  was  based  on  
a  real  individual  whom  Dillard  knew)?  
It  is  this  gap  between  suffering  and  insight  that  Dillard  addresses  so  well  in  her  
two  novels.  In  her  fiction,  Dillard  never  glosses  over  the  essential  humanity  and  
uniqueness  of  her  characters  in  favor  of  mystical  insight.  Rather,  she  demonstrates  how  
the  one  who  suffers  can  gain  insight  through  his  or  her  own  suffering  and  exposure  to  
mortality.  This  dynamic,  in  which  a  character  who  suffers  is  able  to  experience  insight  
and  new  awareness  as  a  result  of  this  suffering,  forms  the  core  insight  of  her  first  novel,  
The  Living.  The  Living  enacts  the  arc  of  mistaken  worldview,  suffering  and  insight  that  
we  have  traced  out  in  the  work  of  so  many  other  Catholic  writers.  All  of  these  writers  
envision  scenarios  in  which  moments  of  violence  are  also  paradoxically  moments  of  
grace,  and  The  Living,  written  not  long  DIWHU'LOODUG¶VFRQYHUVLRQWR&DWKROLFLVPLVQR
different.  The  Living  is  also  the  most  persistently  violent  novel  that  I  discuss;;  set  in  the  
mid-1800s  in  a  frontier  settlement  on  Bellingham  Bay  in  Washington,  the  novel  details  
the  inhospitality  of  nature,  as  well  as  the  cruelty  of  humanity.  The  novel  catalogues  the  
myriad  ZD\VSHRSOHFDQDQGGRGLH³Men  died  from  trafficking  in  superior  forces,  like  
rivers  and  horses,  bulls,  steam  saws,  mill  gears,  quarried  rock,  or  falling  trees  or  rolling  
logs.  Women  died  in  rivers,  too,  and  under  trees  and  rockslides,  and  men  took  fevers,  too,  
and  fevers  took  men´  (151).  As  Mary  Cantwell  notes  in  her  New  York  Times  review  of  
WKHQRYHO³7KHZRUOGLVFUXHOWRWKHSHRSOHLQThe  Living,  as  cruel  as  it  was  to  their  real-
OLIHFRXQWHUSDUWV´$VWKHGHDWKVSLOHXSLQDOORIWKHLUUDQGRPQHVVWKHERRNFRPHVWR
serve  as  a  reminder  of  the  fragility  of  life,  and  the  ways  that  the  constant  reminder  of  
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RQH¶VPRUWDOLW\FKDQJHVWKHLQGLYLGXDO'LOODUGLVUHPLQGLQJXVWKDWDOWKRXJKwe  no  
longer  face  as  many  threats  to  our  lives  as  the  settlers  once  did,  we  too  will  nevertheless  
die  one  day.  What  are  we  to  make  of  the  time  that  we  have  before  the  inevitable  end,  and  
how  does  the  awareness  of  our  own  mortality  affect  our  actions?  
This  theme  is  crystallized  in  the  encounter  between  the  crazed  hermit  Beal  
Obenchain  and  one  of  the  protagonists,  Clare  Fishburn,  in  which  Obenchain  decides  to  
WKUHDWHQ)LVKEXUQ¶VOLIHLQRUGHUWRJDLQSRZHURYHUKLP2EHQFKDLQH[SODLQVKLV
UDWLRQDOH³<RXVLPSly  tell  a  man,  any  man,  that  you  are  going  to  kill  him.    Then  ±  
assuming  he  believes  you  enough  to  watch  his  every  step  but  not  quite  enough  to  run  
away  or  kill  you  first  ±  then  you  take  pains  not  to  kill  him  and  instead  watch  what  he  
does,  stuck  alive  on  yoXUED\RQHWDQGIODLOLQJ«,I«\RXPDNHDPDQEHOLHYHWKDW\RX
ZLOODUUDQJHIRUKLVG\LQJDWDQ\PRPHQWWKHQ\RXFDQLQHIIHFWSRVVHVVKLVOLIH´  
Obenchain  believes  this  threat  will  allow  him  to  rob  Fishburn  of  the  essence  of  his  life,  
DQGZLOO³UHveal  to  Fishburn,  inescapably,  the  spectacle  of  himself  as  a  whipped  and  
trembling  dog,  one  of  more  than  one  billion  whipped  dogs  who  trotted  about  the  planet  
on  business,  naked  and  plug-LJQRUDQW´  %XWZKLOHWKLVWKUHDWGRHVUHYHDOVRPHWKLQJ
to  Fishburn  about  his  own  essence,  this  insight  does  not  dehumanize  him;;  rather  it  serves  
to  wake  Fishburn  out  of  his  feckless  state  of  being.  Although  he  does  initially  feel  fear,  
the  newfound  awareness  of  his  own  impending  death  causes  him  to  start  living  his  life  in  
a  newly  present  fashion.    
:LWK2EHQFKDLQ¶VWKUHDWKDQJLQJRYHUKLP)LVKEXUQ³QRORQJHUIHOWDQ\IODWDQG
ERXQGHGKRUL]RQHQFLUFOLQJKLPDWDGLVWDQFH(YHU\SODFHZDVDWLOWLQJHGJH«7LPHZDV
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a  hook  in  his  mouth.  Time  was  reeling  him  in  jawfirst;;  it  was  reeling  him  in,  headlong  
DQGEUHDWKOHVVWRDVKRUHKHKDGQRWNQRZQZDVWKHUH´ -18).  He  has  awoken  to  an  
awareness  of  the  connection  between  time  and  mortality;;  this  connection  is  central  to  one  
RIWKHNH\LQVLJKWVRI:LOOLDP/\QFK¶VChrist  and  Apollo,  in  which  Lynch  describes  
PRUWDOLW\¶V³FRQQHFWLRQZLWKWHPSRUDOLW\´DVRQHRI³G\LQJHYHU\PRPHQWWRWKHSDVWDQG
WKHSUHVHQW´  ,Q/\QFK¶VIRUPXODWLRQWKHLQGLYLGXDO¶VDZDUHQHVVRIGD\WRGD\
moment  to  moment,  mortality  forces  him  or  her  to  remain  grounded  in  finite  reality,  and  
³RQO\E\VWD\LQJZLWKLQWKLVVWUXFWXUHRIWHPSRUDOLW\DQGPRYLQJZLWKLWFDQRQHJDLQ
DFFHVVWRUHDOLQVLJKW´  /\QFKFRQWHQGVWKDWPDQ\DUWLVWVSDUWLFXODUO\WKRVHZKRWU\
to  speak  to  the  experience  of  transcendence  or  divinity,  seek  to  escape  time  by  depicting  
an  ecstatic  experience  that  takes  place  in  the  infinite,  outside  of  the  strictures  of  time.  
7KHVHDUWLVWVFRQWHQGWKDW³WLPHLVDWKLQJWKDWPXVWEHHVFDSHGIURPVLQFHLWOHDGV
neither  to  insight,  beauty,  GRGSHDFHQRUDQ\WKLQJHOVH´  FRQWUDU\WRWKLVSRVLWLRQ
/\QFKFRQWHQGVWKDWDUWLVWVZKRZLVKWR³SURGXFHLQVLJKWDQGLOOXPLQDWLRQ´PXVWGRVRE\
GHSLFWLQJ³DKLJKO\FRQVFLRXVVXEPLVVLRQWRDQGPRYHPHQWWKURXJKWKHIRUPVRIWLPH
HYHQXQWRGHDWK«DQGa  relentless  search  for  insight  into  what  happens  to  a  human  soul  as  
LWFRXUVHVWKURXJKHYHQWDIWHUHYHQW´  7KLVLVWKHVWUXFWXUDOPRGHODWSOD\LQ'LOODUG¶V
The  LivingZKHUH&ODUH)LVKEXUQ¶VH[SRVXUHWR2EHQFKDLQ¶VWKUHDWEULQJV)LVKEXUQWRD
new  awareness  of  his  own  finite  lifespan.    
2YHUWKHFRXUVHRIWKHQRYHOZHVHHWKDW2EHQFKDLQ¶VWKUHDWKDVEURDGHQHGDQG
GHHSHQHG)LVKEXUQ¶VFKDUDFWHU+LVZLIHQRWLFHVWKDWKHZDV³QRORQJHUWKHSOHDVHG
blithely  unconscious  boy  he  was  during  their  early  marriage,  and  no  longer  the  piddling,  
  

206  
  
unconscious,  institutional  man  she  feared  he  was  becoming,  he  has  awakened  and  
KDUGHQHG«+HKDGVORZHGDQGVWUDLJKWHQHGKHWKRXJKWDERXWZKDWRWKHUSHRSOHVDLG
and  developed  a  deliberate,  attentive  courtesy,  like  a  doctoU¶VDVLIWKHRWKHUSHRSOHZHUH
themselves  all  stricken  and  sliding  into  their  gUDYHVDQGQRW&ODUH´ -94).  Fishburn  
identifies  the  key  insight  that  2EHQFKDLQ¶VWKUHDWalerted  him  to³2IFRXUVHKHKDG
always  known  he  was  going  to  die.  He  never,  howeYHUEHOLHYHGLW´  1RZWKDWKH
believes  in  his  own  mortality,  he  rededicates  himself  to  a  more  aware,  contemplative  
H[LVWHQFH&ODUH)LVKEXUQEHFRPHVDQLQVWDQWLDWLRQRIWKH0LVILW¶VFODLPDERXWWKH
JUDQGPRWKHULQ2¶&RQQRU¶V³$*RRG0DQLV+DUGWR)LQG´³6KHZRXOGof  been  a  good  
ZRPDQ«LILWKDGEHHQVRPHERG\WKHUHWRVKRot  her  every  minute  of  her  life´  (Works  
153).  2EHQFKDLQ¶VWKUHDWIXQFWLRQVOLNHWKH0LVILW¶VJXQLWZDNHVWKHSURWDJRQLVWXSDQG
allows  him  to  change  his  life.  Since  Obenchain  does  not  kill  Fishburn,  the  reader  can  see  
how  this  transformation  plays  out  over  time,  rather  than  intuiting  it  from  a  brief  word  and  
JHVWXUHDVLQ2¶&RQQRU¶VVWRU\  
The  Living  is  such  a  long  novel,  though,  that  this  very  virtue  ±  the  depiction  of  
)LVKEXUQ¶VQewly  invigorated  life  is  actually  lived  out  over  time  ±  gets  somewhat  lost  in  
the  sprawling  discursiveness  of  the  work.  In  contrast,  the  paired  down  sparseness  of  
'LOODUG¶VODVWQRYHOThe  Maytrees,  provides  the  reader  with  a  more  focused  treatment  of  
the  same  theme.  Originally  drafted  as  a  monumental  tome,  like  The  Living,  Dillard  
trimmed  the  novel  down  to  its  essential  elements,  leaving  only  what  she  felt  was  
necessary  to  her  essential  theme.22  And  while  the  novel  is  a  meditation  on  many  things  ±  
                                                                                                  
22

  

  She  told  Scott  Simon  the  novel  was  once  over  1200  pages.    

207  
  
the  nature  of  love,  the  ability  of  art  to  capture  experience,  the  effect  of  the  natural  world  
on  shaping  character,  the  inevitability  of  death  ±  it  addresses  the  central  concern  of  Holy  
the  Firm  in  what,  to  me,  is  a  more  adequate  way.  The  Maytrees  poses  the  questioQµKRZ
do  we  respond  to  suffering  ±  ERWKRXURZQDQGWKDWRIRWKHUSHRSOH¶DQGWKHQVHWVDERXW
answering  it  as  directly,  and  humanly,  as  possible.  The  novel  does  not  take  refuge  in  
mystical  insights,  but  rather  models  an  ethic  of  compassion  and  charity;;  in  this  sense,  it  is  
a  demonstration  of  the  Catholic  concept  of  orthopraxis.  
Dillard  referred  to  The  Maytrees  DV³WKHJUHDWVWRU\«Dnd  I'll  never  get  another  
VWRU\WKDWJRRG´ 6LPRQ DFODLPZKLFKPLJKWVWULNHWKHUHDGHUDVVRPHZKDWFXULRXV
since  almost  all  of  her  works  contain  more  unique  and  dramatic  stories  than  the  love  
between  Lou  Bigelow  and  Toby  Maytree.  What  is  it  about  this  relationship  that  would  
warrant  her  FDOOLQJLWKHU³JUHDWVWRU\´"On  one  level,  the  narrative  arc  of  their  
relationship  is  rather  straightforward.  Lou  and  Toby  meet  as  young  people  on  Cape  Cod,  
fall  in  love,  get  married,  have  a  child,  and  then  drift  apart.  Toby  leaves  Lou  for  their  
mutual  friend  Deary,  and  Lou  is  left  behind  to  figure  out  how  to  live  on  her  own.  In  the  
QRYHO¶VPost  dramatic  twist,  twenty  years  later,  after  Deary  is  dying  of  cancer  and  Toby  
breaks  his  legs  in  a  fall,  he  turns  to  Lou  to  help  him  care  for  Deary  in  her  final  illness.  
$IWHU'HDU\¶VGHDWK/RXDQG7RE\UHFRQQHFWDQGOLYHRXWWKHLUGD\VWRJHWKHU:KDWLs  
PRVWFRPSHOOLQJDERXWWKLVDUFLVQRW/RXDQG7RE\¶VORYH23  but  rather  the  way  that  Lou  
handles  Toby  leaving  her,  and  the  way  she  ultimately  responds  to  his  request  for  help.  
                                                                                                  
23

  Not  all  readers  or  critics  agree  with  this  assessment.    Michael  Jordan,  writing  in  Logos,  contends  WKDW³the  
heart  of  The  Maytrees  LVWKHUHDOLW\RIIDPLO\ORYH´DQGWKDW  ³'LOODUG¶VQRYHO«EULQJVXVLQWRWKHSUHVHQFH
of  the  sacredness  of  marital  love.  DillDUG¶VDUWVKRZVWKDWODQJXDJHVKDSHGE\DVSLULWXDOO\ULFKDQGLQWHQVH
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7RE\¶VDEDQGRQPHQWRI/RXIXQFWLRQVLQWKHQRYHOUDWKHUOLNH%HDO2EHQFKDLQ¶V
threat  to  Clare  Fishburn.  It  is  a  traumatic  moment  that  awakens  Lou  to  the  reality  of  time,  
and  loss.  She  has  been  living  as  if  all  of  her  days  were  the  same,  like  nothing  would  ever  
change  for  her.  This  false  sense  of  security,  though,  is  belied  throughout  the  novel  by  the  
QDUUDWRU¶VLQWHUVSHUVLRQRIKLQWVDERXWWKHIUDJLOLW\RIOLIHDQGWKHSHUYDVLYHQHVVRIGHDWK
The  novel  indicates  that  on  the  broadest  possible  level  the  world  is  a  violent  place  that  we  
cannot  hope  to  fully  understand.  For  such  a  slim  volume,  the  novel  is  littered  with  
references  to  moments  of  violence,  from  the  violence  of  humanity,  including  the  murder  
RI³WKH:RPDQLQWKH'XQHV´ZKRVHGHFDSLWDWHGUDSHGDQGPXWLODWHGFRUSVHZDVIRXQG
in  the  wilderness  of  the  dunes  ±  ³QRRQHHYHUIRXQG  who  she  was,  or  her  killer,  or  her  
RWKHUKDQGRUKHUKHDG´  WRWKHYLROHQFHGRQHE\KXPDQVWRWKHQDWXUDOZRUOG
LQFOXGLQJWKHILVKHUPHQZKRFDWFKDVKDUNDQGWKHQ³VOLWLWVEHOO\DQGJDYHLWLWVRZQ
HQWUDLOVWRFKHZ´  RU'HDU\¶VFKRSSLQJXSDKRUVHVKRHFUDEDQG³DVLWVKDOYHV
crawled  apart  and  away,  she  gathered  them  back  as  one  would  join  the  halves  of  an  
RQLRQJDYHWKHPDKDOIWXUQDQGVSOLWWKHPDJDLQ/RXUHPHPEHUHGWKDWWKHDQLPDO¶V
IRXUTXDUWHUVDOVRWULHGWRFUDZODZD\´  WRWKHviolence  done  by  nature,  including  a  
number  of  horrific  depictions  of  men  drowning  ±  ³WZRPHQR\VWHULQJWKHED\DWORZWLGH
got  stuck...when  the  tide  came  in,  it  drowned  them.  Later  at  a  sunny  half  tide  their  torsos  
VWXFNRXWDJDLQEHQW´  RUWKHH[WHQGHGGHSLFWLRQRI³WKHIUR]HQILVKLQJFUHZ>/RX@
watched  drown  one  day  at  Peaked  Hill  Bars  thirty  yards  off  the  beach  where  the  
                                                                                                                                                                                                                                                                                                  
concern  with  attending  to  the  grace  and  beauty  offered  to  us  as  a  gift  in  each  present  moment  can  illuminate  
WKHVDFUHGIXOOQHVVRIH[SHULHQFH´  -RUGDQLVULJKWWKDW'LOODUG¶VQRvel  does  provide  us  with  a  
profound  depiction  of  marital  love,  but  I  find  the  true  uniqueness  of  the  novel  to  be  found  in  her  depiction  
of  non-familial  love.  
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WRZQVSHRSOHVWRRGKHOSOHVV´  7KHUHLVQRQDUUDWLYHWKDWFDQPDNHVHQVHRIWKLVNLQG
of  violence,  and  Dillard  does  not  even  try  to  explain  it.  Rather,  she  offers  as  a  
counterpoint  the  life  of  Lou  Bigelow,  a  woman  who  suffers  some  small  measure  of  pain,  
but  is  able  to  respond  with  love.  
In  The  Maytrees,  Dillard  indicates  that  the  kind  of  suffering  she  detailed  in  For  
the  Time  Being  is  essentially  beyond  comprehension,  but  on  the  level  of  the  individual  we  
can,  and  must,  live  in  a  way  that  tries  to  ameliorate  suffering.  Lou  is  first  awoken  to  this  
reality  by  her  own  experience  of  pain,  but  her  moment  of  insight  is  not  instantaneous;;  her  
WUDQVIRUPDWLRQLVKDUGZRQ$IWHU7RE\OHDYHVKHU³VKHIHOODSDUW´  DQG'LOODUG¶V
description  of  this  disintegration  is  both  mental  and  physical;;  Lou  experiences  her  loss  as  
DSK\VLFDODLOPHQWVKHZLVKHVVKHFRXOG³KDYHODVKHGKHUHOERZVDQG  NQHHVOLNH$OHXWV´
DUHIHUHQFHWRWKH1DWLYH$PHULFDQWULEHZKRGHDOWZLWKJULHIE\³ODVK>LQJ@KLGHELQGLQJV
around  your  knees,  ankles,  elbows,  shoulders  and  hips.  You  could  still  move,  barely,  as  if  
swaddled.  Otherwise,  the  Aleuts  said,  in  your  grief  you  would  go  to  pieces  just  as  the  
VNHOHWRQZRXOGJRWRSLHFHV<RXZRXOGIDOODSDUW´  7RE\GRHVQRWGLHEXW/RX¶V
experience  of  loss  is  likened  to  losing  him  to  death,  and  her  experience  of  both  mourning  
and  growth  are  similar.    
Lou  is  not  simply  gifted  with  insight  as  a  result  of  her  grief  and  loss;;  she  needs  to  
work  for  it.  She  begins  by  hiking  daily  up  the  Pilgrim  Monument;;  this  physical  action  is  
OLQNHGWRKHUHPRWLRQDODQGVSLULWXDOUHQHZDO³VKHFRXOGFOLPEWKHPRQXPHQWHYHUy  day  
DQGZRUNRQKHUVHOIDVDWDVN´  $IWHUWZRPRQWKVRIWKLV³VKHVDZWKHWDVNZRXOG
take  practice,  like  anything  else.  She  planned  to  work  at  it  for  a  year,  shedding  every  
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JUDLQRIFODLP´  +HUJRDOLV³RYHUFRPLQJVHOI-FHQWHUHGQHVV´  LQKer  daily  
SK\VLFDOH[HUWLRQDQGPRYHPHQWWRZDUGVPDVWHULQJ³UHVHQWPHQWVHOI-cherishing,  and  
envy  (93),  she  is  like  the  narrator  of  Pilgrim  at  Tinker  Creek,  who,  through  her  
H[SORUDWLRQVLQWKHZRRGVVRXJKW³DUHGXFWLRQDVKHGGLQJDVORXJKLQJRII´ Pilgrim  
251).  But  the  end  goal  for  Lou  is  not  insight  into  the  ways  of  the  world,  or  the  appearance  
RIWKHWUDQVFHQGHQWZLWKLQWKHQDWXUDORUGHURIWKLQJVVKHVHHNV³VHOI-PDVWHU\´  /RX
becomes,  in  effect,  a  monastic  figure,  living  simply  in  solitude,  seeking  to  conquer  her  
passions  and  desires,  and  this  experience  of  contemplative  growth  is  depicted  exactly  as  
William  Lynch  contends  it  must  be  ±  through  a  physical  process  that  takes  place  within  
temporality.  
,PPHGLDWHO\DIWHUGHWDLOLQJ/RX¶VSURFHVVRIVXUrendering  her  ego  and  moving  
towards  insight,  Dillard  makes  a  temporal  leap  forward  in  the  narrative,  showing  the  
RXWFRPHRI/RX¶VVHOI-PDVWHU\³7ZRGHFDGHVODWHUDVLWKDSSHQHGZKLOHVKHZDV
ZDVKLQJDURXQG'HDU\¶VGHHSHVWDQGPRVWQRLVRPHEHGVRUHVKHasked  herself:  If  she,  
Lou,  had  known  how  long  her  first  half-inch  beginning  to  let  go  would  take  ±  and  how  
long  her  noticing  and  renouncing  owning  and  her  turning  her  habits,  and  beginning  the  
slimmest  self-mastery  whose  end  was  nowhere  in  sight  ±  would  sKHKDYHEHJXQ"´  
In  this  radical  leap  forward  in  time,  which  is  indicated  merely  by  a  double  line  space  on  
the  page,  Dillard  is  both  jarring  the  reader  into  a  new  awareness  of  time  and  its  effects,  
DQGDOVRVKRZLQJWKHRXWFRPHRI/RX¶VSURFHVVRILQWHrnal  growth.    
In  The  Maytrees,  self-PDVWHU\LVQRWDQHQGXQWRLWVHOI5DWKHU/RX¶VQHZ
awareness  of  herself  as  a  person  in  time  leads  directly  to  her  demonstration  of  
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orthopraxis,  her  performance  of  love  in  action.  This  is  not  a  connection  unique  to  
Catholicism,  but  it  is  a  central  tenet  of  the  Catholic  faith.  The  end  goal  of  contemplation  
is  knowledge  of  God,  but,  as  Thomas  Merton  explains  in  New  Seeds  of  Contemplation  
 ³2QHRIWKHSDUDGR[HVRIWKHP\VWLFDOOLIHLVWKLVWKDWDPDQFDQQRWHQWHULQto  the  
deepest  center  of  himself  and  through  that  center  into  God,  unless  he  is  able  to  pass  
entirely  out  of  himself  and  empty  himself  and  give  himself  to  other  people  in  the  purity  of  
DVHOIOHVVORYH´  /RX¶VDFWLYHFKDULW\KHUWDNLQJFDUHRIWKHZRPan  who  stole  away  
her  husband,  is  a  striking  image  of  the  performance  of  caritas.  When  Toby  seeks  Lou  out,  
DVNLQJKHUWRKHOSFDUHIRU'HDU\LQKHUILQDOVLFNQHVV/RXWKLQNV³2IFRXUVHVKHZRXOG
WDNHWKHPLQ$Q\RQHZRXOG´  7KLVDVVXPSWLRQWKDWDQyone/  everyone  would  
accept  back  not  only  the  man  who  abandoned  her  twenty  years  earlier  and  whom  she  has  
QRWVHHQVLQFHEXWZRXOGDOVRZRXOGWDNHLQDQGFDUHIRUWKHµRWKHUZRPDQ¶VKRZVKRZ
far  Lou  has  progressed  in  her  journey  towards  insight  and  self-mastery.  Lou  thinks,  
³:KDWZDVVROLWXGHIRULIQRWWRIRVWHUGHFHQF\"´  ZKLFKLVDVVXFFLQFWDQDFFRXQW
of  the  monastic  ideal  as  one  could  ask.  /RX¶VGHPRQVWUDWLRQRIORYHDOORZV7RE\DSRHW
who  has  spent  much  of  the  novel  contemplating  the  nature  oIORYHWRILQDOO\UHDOL]H³ORYH
ZDVDQDFWRIZLOO´    
This  is  the  final  insight  of  the  novel,  and  perhaps  it  is  profound  enough  to  merit  
'LOODUGGHVFULELQJWKLVQRYHODV³KHUJUHDWVWRU\´,QWKLVQRYHO'LOODUGXVHVWKHWURSH
seen  in  so  many  Catholic  novels,  where  a  moment  of  shocking  violence  begins  a  process  
of  growth  and  insight,  but  she  so  does  so  in  a  fashion  that  is  less  shocking  than  
2¶&RQQRUDQGOHVVWURXEOLQJWKDQ0F'HUPRWWEXWZKDWZRUNVVRSRZHUIXOO\LQWKLV
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novel  is  that  Dillard  is  able  to  actually  show  the  outcome  of  the  final  action.  We  see  the  
love  carried  out.  Lou  does  not  gain  insight  and  then  immediately  die,  or  instantly  gain  
insight  and  then  carry  on  her  life  more  or  less  as  she  was  before  but  now  infused  with  a  
new  appreciation  of  it;;  she  works  daily  towards  self-mastery  and  we  follow  both  the  
process  of  her  relinquishing  her  will  and  the  ultimate  outcome  of  this  work.  The  novel  is  
DSURIRXQGLQVWDQWLDWLRQRI/\QFK¶VFRQWHQWLRQVDERXWWKHGHSLFWLRQRIJUDFHLQOLWHUDWXUH
±  it  must  not  involve  unspecified  dramatic  leaps  outside  of  time  but  rather  it  must  be  
JURXQGHGLQUHDOOLYHVDQGVSHFLILFH[SHULHQFHV/RX%LJHORZ¶VPRYHPHQWIURPD
shocked  and  betrayed  woman  to  one  who  actively  and  selflessly  cares  for  the  woman  and  
man  who  betrayed  her  demonstrates  just  this  sort  of  growth.  Ultimately,  in  The  Maytrees,  
Dillard  faces  the  reality  of  suffering  and  death,  and  she  depicts  them  not  as  questions  that  
must  be  answered  or  as  realities  that  must  be  fled,  but  as  aspects  of  existence  that  must  be  
addressed  through  the  active  practice  of  love.  In  this  sense,  although  Dillard  may  no  
longer  have  been  an  active  Catholic  while  writing  The  Maytrees,  the  novel  reflects  a  
profoundly  Catholic  conception  of  existence.    
Conclusion³2EVFXUHLVQRW,QYLVLEOH´  
Gregory  Wolfe,  writing  in  The  Wall  Street  JournalUHVSRQGHGWR3DXO(OLH¶V
ODPHQWRYHUWKHODFNRIFRQWHPSRUDU\OLWHUDWXUHRIEHOLHIE\DVVHUWLQJWKDW³the  myth  of  
secularism  triumphant  in  the  literary  arts  is  just  that  ±  DP\WK´DFODLP,DPYHry  much  in  
agreement  with.  %RWK(OLHDQG:ROIHUHIOHFWRQ2¶&RQQRU¶VFODLPWKDW³For  the  hard  of  
hearing  you  shout,  and  for  the  almost-EOLQG\RXGUDZODUJHDQGVWDUWOLQJILJXUHV´(OLH¶V
position  is  that  no  one  is  doing  any  shouting  about  their  beliefs  today  (at  least  in  
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OLWHUDWXUHKHLVDZDUHWKDW³7KHVHGD\VLWLVUHDOOLYHUHOLJLRXVSHRSOHwho  seem  always  
to  be  shouting  ±  large  and  startling  figures  in  the  pulpit,  at  the  rally,  on  the  courthouse  
VWHSVDQGRXWVLGHWKH:KLWH+RXVH´ :ROIHFRXQWHUVE\FOaiming,  ³7RGD\WKHIDLWKIRXQG
LQOLWHUDWXUHLVPRUHZKLVSHUHGWKDQVKRXWHG´$JDLQ,ILQG:ROIH¶VSRVLWLRQWREHPRUH
convincing,  but  it  is  incomplete.  In  contemporary  literature,  writers  of  religious  
FRQYLFWLRQDUHXQOLNHO\WRXVHWKHLUZRUNWR³VKRXW´about  their  beliefs,  but  there  are  a  
myriad  of  instances  in  which  they  VWLOO³GUDZODUJHVWDUWOLQJILJXUHV´LQWKHLUILFWLRQVLQ
RUGHUWRFDWFKWKHLUUHDGHUV¶DWWHQWLRQDQGGLUHFWWKHPWRZDUGVTXHVWLRQVRIIDLWK7LP
Gautreaux,  Alice  McDermott  and  Annie  DiOODUG DQG5RQ+DQVHQ-RKQ/¶+HXUHX[DQG
Andre  Dubus)  use  moments  of  violence  and  shock,  as  O¶&RQQRUDQG3HUF\  did,  to  get  
their  readers  to  pay  attention  to  questions  of  belief,  but  in  these  more  recent  fictions  the  
proffered  insight  about  faith  and  belief  is  usually  not  going  to  come  via  a  moment  of  
³UHYHODWLRQ´ZKLFKEULQJVDERXWWKHH[SHULHQFHRIJUDFH DVZHPLJKWILQGLQDQ  
2¶&RQQRUVWRU\ :ithin  contemporary  literature,  declarations  of  belief  are  scarce,  and  
depictions  of  faith  are  ambiguous  and  inconclusive.24    
2¶&RQQRUZURWHDERXWWKHLPSRUWDQFHRIP\VWHU\LQWKHGHSLFWLRQRIJUDFHLQ
contemporary  literature  this  aspect  of  mystery  is  allowed  to  reign  supreme,  and  there  is  
little  attempt  to  clarify  or  explain  what,  if  any,  reality  exists  behind  the  mystery.  Wolfe  
ZULWHV³JUDFHZRUNVLQREVFXUHP\VWHULRXVZD\V%XWREVFXUHLVQRWLQYLVLEOH´%RWK
Alice  McDermott  and  Annie  Dillard  use  their  fiction  to  grapple  with  the  nature  of  what  it  
means  to  have  faith  in  the  modern  world,  and  while  their  ultimate  pronouncements  about  
                                                                                                  
24

  Although,  again,  it  would  be  a  mistake  to  conclude  that  the  insights  on  grace  and  belief  found  in  the  
ILFWLRQRIHLWKHU2¶&RQQRURU3HUF\DUHDOZD\VSDUWLFXODUO\FOHDURUGHILQLWLYH  
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the  viability  of  belief  are  indeed  obscure,  they  are  present,  and  worth  contemplating.  
:KHWKHUZHDUHUHIOHFWLQJXSRQ0F'HUPRWW¶VGHSLFWLRQRIWKHFRPIRUWSURYLGHGE\
sacramental  ritual  when  rational  understanding  and  narratives  of  meaning  fail,  or  
'LOODUG¶VDVVHUWLRQWKDWP\VWLFDOLQVLJKWVPXVWEHJURXQGHGLQWKHUHDODQGPXVWEH
worked  for  both  through  active  reflection  and  active  charity,  we  can  find  within  these  
stories  demonstrations  of  the  challenges,  and  rewards,  of  a  life  of  faith.  So  although  the  
manifestation  of  grace  within  contemporary  Catholic  literature  may  not  be  particularly  
orthodox,  or  even  necessarily  readily  visible,  it  does  continue  to  endure.    

  

CHAPTER FIVE
“YOUR TEMPLE IS SELF AND SENTIMENT”:
DAVID FOSTER WALLACE’S DIAGNOSTIC NOVELS
Of all of the authors under consideration in this study, David Foster Wallace is
certainly the outlier, since Wallace was not Catholic. This important biographical fact
leads directly to a fundamental question: “What is David Foster Wallace doing in a study
of contemporary Catholic literature?” In large part, I wanted to conclude this study with
an examination of Wallace’s work because I think Wallace is the most significant
American writer of his generation, and I believe that by reading Wallace in conjunction
with the Catholic literary tradition we can begin to understand aspects of his work that
have heretofore been overlooked. Wallace is most often discussed as a post-post-modern
or philosophical writer, not as a religious or Christian one, and this is a mistake. Upon
close examination of his life and work, we will come to see that Wallace was deeply
engaged with questions of religious belief and practice, and that he was particularly
intrigued by aspects of Catholicism.
But I include Wallace here not simply because I believe reading his work in light
of the Catholic novel helps us better understand his fictional project; I also think his work
can help us better understand the direction of the Catholic novel in contemporary
America. Wallace’s work is actually a perfectly logical place to conclude this study of the
aesthetics of contemporary Catholic literature, because on a continuum of religious
215
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writers he occupies the next logical step beyond the work of someone like Annie Dillard,
whose own affiliation with Catholicism is itself tenuous. Throughout this study, I have
been demonstrating the ways in which Catholic literature has become, in recent years,
less orthodox in its concerns, and more ambiguous in its portrayals of faith. Catholic
writers continue to point toward the reality of, and need for, God, but their fiction does
not claim to know much about the nature of this God, and while these fictions point
toward moments of revelation, in which God’s presence may become manifest, there is
nothing definitive or dogmatic about these revelations. Wallace’s fiction includes such
revelatory moments, and is particularly innovative in its depiction of the relationship
between human and the divine.
Wallace’s novels diagnose what has gone in contemporary America, and this
diagnosis is largely an indictment of America’s inability to countenance pain and
suffering. Wallace’s solution to this problem is largely spiritual in nature; he offers a
model of submitting one’s will to a higher power, and of joining a faith community in
order to find the support to make this submission sustainable. As I discuss below, I
believe that Wallace, both in his diagnosis and cure, was influenced by his exposure to
elements of the Catholic literary tradition; I also believe his work can serve as a new and
exciting model for Catholic writers who are seeking for ways to continue making
depictions of the sacred meaningful in our secular age. My focus in this chapter is
primarily on the ways that Wallace’s fiction depicts the challenges of faith and belief that
we have examined in the previous chapters, and on how Wallace structures his fiction in
order to engage his readers on these topics. He, like the Catholic writers I study, believes
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that fiction can do something to the reader; that the act of reading can spur the individual
to question preconceived notions about reality, and that the act of reading and reflection
can become part of the cure for what afflicts modern America. While Wallace relies less
on the use of violence to affect his characters and readers than many of the other writers
studied here, it is nevertheless an important aspect of the structure of his fiction, and will
be discussed in turn.
Wallace and the Catholic Literary Tradition
Throughout “Joseph Frank’s Dostoevsky,” David Foster Wallace’s 1996 review
essay on Frank’s biography of Fyodor Dostoevsky, Wallace continually interrupts
himself to pose the sorts of existential and moral questions that he contends Dostoevsky,
and other nineteenth century novelists, engaged with in their fiction: “Am I a good
person?…What exactly does ‘faith’ mean? …[What] is the real point of my life? …Is it
possible really to love other people? …Does this guy Jesus Christ’s life have something
to teach me…?” (Consider 259-261). Wallace believes that one of Dostoevsky’s great
strengths is his “degree of passion, conviction, and engagement with deep moral issues
that we – here, today – cannot or do not permit ourselves,” and he contends that late
twentieth century novelists keep “an ironic distance from deep convictions or desperate
questions,” if they write about such things at all (271). He maintains that contemporary
writers, particularly writers of “literary fiction,” write about faith, ethics and values only
ironically, because serious engagement with such issues has been undermined by the
post-structuralist claims that all meaning and value is relative. But, as many of Wallace’s
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critics have noted, he himself sought to address these questions in his own fiction,1 and I
contend that he did so in a manner that places his work alongside the long tradition of
Christian, specifically Catholic, literature, which includes the work of such authors as
Francois Mauriac, Georges Bernanos, Graham Greene, Muriel Spark, Flannery
O’Connor, and Walker Percy (to name but a few of the most representative authors). This
is not a company in which Wallace is often discussed, and he might not have been fully
comfortable in such company, since he himself did not formally belong to any Christian
denomination, but throughout his life he did experiment with a number of faith traditions,
particularly Catholicism, and he maintained an active prayer life.2 And, more
significantly, I contend that it makes sense to think of him as a Christian writer, and not
just a post-postmodernist or philosophical one, because, while he is not in any way
didactic or dogmatic, his work is preoccupied with issues of faith and doubt in the
modern, secular world, and he positions these questions within a Christian framework.
Although Wallace was not Catholic, his work shares stylistic and thematic traits
with the writers in the Catholic tradition, particularly the Americans O’Connor and Percy,
1

See for instance Lee Konstantinou’s “No Bull: David Foster Wallace and Postironic Belief,” in which
Konstantinou argues that, “For Wallace, creating postironic belief was the goal of literary
communication”(85); Konstantinou defines postironic belief as being belief “emptied out of specific
content” (86). I am contending that Wallace was interested in more than just decontentextualized belief,
and that his work manifests, albeit in new and surprising ways, rather traditional conceptions of grace and
the reality of a transcendent God. For an alternate understanding of Wallace’s rhetorical goals, see Paul
Giles’s “All Swallowed Up: David Foster Wallace and American Literature,” in which Giles describes
Wallace as “at some level a moralist and pedagogue” for whom “questions of moral imperative carry as
much weight as their fictional correlative”(6, 9). While I agree with this claim, I think Giles’s assessment
of Wallace’s moral framework, which he connects to Emerson and Thoreau and their “ambivalence
towards the ontological reality of other people” (9), is misguided. Giles sees Wallace as being “invested in
quite traditional Americanist values…Transcendentalism, community spirit, self-reliance and so on” (4),
but I see Wallace’s work as being self-consciously opposed to both Transcendentalist principles and the
notion of self-reliance.
2

Wallace wrote out a Benjamin Franklin style schedule for his daily life, titled “What Balance Would Look
Like”; the list consists of only eight things, the last of which is simply “Church” (Max 238).
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both of whom Wallace read; annotated copies of their work (O’Connor’s Complete
Works and The Complete Stories and Percy’s The Moviegoer) can be found in his
personal library, now housed at the Harry Ransom Center at the University of Texas.3
Although Wallace shares many traits with O’Connor (including interests in regionalism,
violence and the grotesque), on the thematic level, his work is more akin to Percy’s
Christian existentialism. Like Percy, Wallace was fixated on the isolation and despair of
the individual in the midst of contemporary mass society, and (like Percy) Wallace’s
fiction indicates that the way beyond this alienation can be found in a Kierkegaardian
leap of faith, or the embrace of a transcendent reality that one does not fully rationally
comprehend. Percy’s friend, the Catholic monk and poet Thomas Merton, describes the
Christian existentialist as one who finds “the claim of science and technology to expand
the capacity of the human person for life and happiness [to be] basically fraudulent,
because technological society is not the least interested in values, still less in persons”
(Mystics 263). Merton indicates that the Christian existentialist finds the counter to the
alienation of modern technological society “in personal self-realization…in freedom, in
responsibility, in dialogue (with man and God), and in love” (263). Wallace, like Percy,
offers these same solutions to existential angst (including dialogue with the divine). But
Wallace’s fiction demonstrates more than a similar philosophical worldview to Percy’s.
Wallace’s novels are excellent examples of what Percy described as diagnostic fiction,

3

The collection also includes a number of other books related to Christian (primarily Catholic) spirituality
and practice, including Dorothy Day’s The Long Loneliness (1981), Malachi Martin’s Hostage to the Devil:
The Possession and Exorcism of Five Living Americans (1992), Fr. Richard Rohr’s Everything Belongs:
The Gift of Contemplative Prayer (2003), and John Shea’s Stories of Faith (1980); most are annotated by
Wallace. D.T. Max notes that Wallace also gave C.S. Lewis’s The Screwtape Letters as a gift to a girlfriend
(252), and that he recommended Brian Moore’s novel Catholics to Jonathan Franzen (164).
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and, as in Percy’s novels, both Wallace’s diagnosis of the modern condition and his
approach to a cure are shaped by the Christian tradition. This is, in part, because Wallace
shared more than thematic interests with these other Catholic writers. He was, for a brief
period, a practicing Catholic, and, as the posthumous publication of The Pale King
reveals, he remained interested in Catholicism up to the time of his death.
There has been little critical commentary on Wallace’s personal religious beliefs,
or the impact of these beliefs on his work.4 Wallace’s biographer, D.T. Max, dismisses
Wallace’s engagement with religion, writing, “Wallace’s real religion was always
language anyway. It alone could shape and hold multitudes; by comparison God’s power
was spindly” (Max 166).5 The critical piece that devotes the most time to Wallace’s
religious sensibility, “David Foster Wallace’s Nihilism,” the opening chapter in Hubert
Dreyfus and Sean Dorrance Kelly’s All Things Shining: Reading the Western Classics to
Find Meaning in a Secular Age (2011), takes a similar position vis-à-vis the importance
of faith in Wallace’s work. Dreyfus and Kelly contend that “one finds in Wallace’s work
no hope for salvation by God, nor even any resignation to the loss of this hope. …He
seems to have lost even the memory for the sacred as it was traditionally understood; any
notion, that is, of an external source of meaning for the return of which one could
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In “The Brothers Incandenza: Translating Ideology in Fyodor Dostoevsky’s The Brothers Karamazov and
David Foster Wallace’s Infinite Jest” (2007), a penetrating article on the similarities between Dostoevsky
and Wallace, Timothy Jacobs contends, “While Dostoevsky and Wallace differ, they remain united as
authors of belief, and their major novels express the nature of the individual struggling for belief in
something larger than the self” (289). Jacobs, though, does not discuss the specifically Christian elements
in Wallace’s belief structure.
5

This casual dismissal of “God’s power” is radically at odds with the depictions of faith that appear
throughout Wallace’s work; in Infinite Jest it is, after all, only the “Higher Power “of the God who “might
regard the issue of whether you believe there’s a God or not as fairly low on his/her/its list of things
s/he/it’s interested in re you” (205) that allows the addict to break the cycle of addiction.
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legitimately hope or to the loss of which one could properly be resigned” (45). Much of
Wallace’s work does reflect the loss of a transcendent source of meaning and value, but
that is not the same thing as Wallace himself not believing in, or valuing, such a concept.
Indeed, while individual sections of his work are nihilistic, the works as a whole tend to
reflect a worldview that values the possibility of transcendence and universal meaning.
This is a trait he shares with O’Connor and Percy, both of whom write about nihilists
while striving to reflect the possibility that life holds out deeper signification. As
discussed in previous chapters, contemporary Catholic literature is interested in the
dialectical tension between these secular and sacred worldviews, and it derives much of
its rhetorical strength by engaging with, not dismissing, the deterministic mindset of the
secular age. Wallace’s work is so powerful because it holds both views in almost perfect
tension; both biographically and artistically, Wallace embodied the uneasy balance
between secular and sacred worldviews. He was interested enough in Catholicism to
actively practice it for a time, but not convinced enough to become baptized; his fiction
can be dismissive of any transcendent reality, but it also hints that having faith in a higher
power might be necessary for living a meaningful life.
I see Wallace’s dialogue with, and portrayal of, religion as distinct from the forms
of religious imagination found in the works of such writers as Don DeLillo and Thomas
Pynchon, who were both influential in Wallace’s development as a writer. Critics of the
contemporary religious imagination, such as Amy Hungerford and Sean McCann and
Michael Szalay, write that many contemporary American writers have moved towards a
concept of the sacred that, in Hungerford’s terminology, consists of “belief without
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content, belief in meaninglessness, belief for its own sake” (137), or what McCann and
Szalay describe as the “sacralization of the sublimely irrational” (“Believe” 449) and the
embrace of the “magical and non-authoritarian power” of language, which has “power
only to the degree that it has nothing to say” (451). This emptying out of the content of
language in favor of glossolalia, along with the disconnection of the sacred from lived
reality, have little in common with Wallace’s treatment of the role of faith in the modern
world. There are mystical elements in Wallace’s work, but they are not found on the level
of language but in the content itself; he is interested in exploring meaning and
signification, not their absence. McCann and Szalay write that Pynchon and DeLillo,
among others, display a “yearning for largely incommunicable, millennial alternatives to
the existing world” (456), but this is not Wallace’s project. There remains something
ineffable about the reality of God and transcendence within his work, but this does not
mean that nothing can be, or should be, said about them. Wallace eschews contentless
spiritualism in favor of a more concrete, religious sensibility that critiques modernity and
is grounded in action, ritual and practice.
Hungerford draws a distinction between the religious sensibility found in the
works of the cultural Catholic Don DeLillo and the more orthodox Catholic writers
Flannery O’Connor and Walker Percy, and this distinction will help to clarify Wallace’s
own religious imagination. One might expect that Wallace’s religious sensibility would
be more in line with DeLillo’s, since DeLillo is an acknowledged influence on Wallace,
but the religious valence of Wallace’s work actually is actually more similar to that of the
orthodox Catholic writers. Hungerford notes that DeLillo’s work manifests a “mysticism
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of language” that is devoid of specific, concrete elements of Catholicism (74), and she
differentiates this from the fiction of O’Connor and Percy, which illustrates “unthinking
Catholic obedience” and “unreasoning submission” to the authority of God (54). In
Hungerford’s analysis, DeLillo’s work retains Catholic “traces” (53), but is markedly
different from Percy’s depiction of faith, which “disregards agency, thoughtfulness, and
reason” (54). While I disagree, strongly, with her assessment of Percy’s work and her
assertion that he and O’Connor depict submission as being unreasoning or unthinking,
she is correct that Catholic literature often does model a path of surrendering one’s
disordered will to the higher power of God, and I contend that this, not DeLillo’s
mystical use of language as a vehicle of transcendent experience, is the pattern that one
finds in Wallace’s work. Infinite Jest, for instance, for all of its verbal virtuosity, does not
present itself as religious experience; rather, it depicts a path of submission as the proper
relation between the addict and the Higher Power of AA, and not only that, but just as in
the Catholic fiction of O’Connor and Percy, this process necessitates a community of
faith if it is to be successful.6 This pattern of surrendering one’s sense of self-interest in
favor of something larger than oneself, which can be aligned with the transcendent,
recurs throughout The Pale King as well.
For Wallace, as for the Catholic writers O’Connor and Percy, religious themes
were important, and the challenge was to write about them in ways that sustained the
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See John Desmond’s Walker Percy’s Search for Community (2010) and Susan Srigley’s Flannery
O’Connor’s Sacramental Art (2004) for more on the significance of community in Catholic fiction. In
Percy’s fiction, the concept of submitting oneself to God’s will is less pronounced than in O’Connor’s
work, but Percy prioritizes the notion that the individual needs community if he or she is going to
successfully enter into a relationship with the transcendent.

224
reader’s interest. At the time that he was finishing work on Infinite Jest, Wallace wrote,
“To me, religion is incredibly fascinating as a general abstract object of thought – it
might be the most interesting thing there is. But when it gets to the point of trying to
communicate specific or persuasive stuff about religion, I find I always get frustrated and
bored. I think this is because the stuff that’s truly interesting about religion is
inarticulable” (“Quo Vadis”7-8). When writing about issues of religious faith and doubt,
Wallace is, as ever, self-aware and nuanced and complex,7 but his rhetorical flourishes
are not the substance of his religious worldview; they are, rather, the vehicle for a
message of hope grounded in a vision of existence that is, at its heart, largely Christian.
“Half of me is dying to give myself away”: Wallace’s Equivocal Christianity
The first published mention of Wallace’s relationship to Catholicism is in his
essay “A Supposedly Fun Thing I’ll Never Do Again,” which recounts his experiences on
a cruise-ship in March of 1995.8 Wallace mentions attending Catholic Mass while
onboard the ship, and in this brief account he displays an insider’s knowledge of Catholic
practices: he comments on the consistency of the host relative to other communion
wafers: “Even the Nadir’s daily mass’s communion wafers are unusually yummy,
biscuitier than your normal host and with a sweet tinge” (Supposedly 323), which carries
the implication that he has had a large enough sample size to make an informed judgment
on a “normal host”; he also muses about the priest’s pastoral assignment, wondering “just
how a diocesan priest gets a 7NC Megacruiser as a parish” (323), in language that implies

7

See Adam Kelly’s “David Foster Wallace and the New Sincerity in American Fiction” for a more detailed
discussion of Wallace’s treatment of the problem of sincere communication in an ironic age.
8

The piece was originally published as “Shipping Out,” in Harper’s (January 1996).
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he at least understands the usual workings of a Catholic diocese; even his word choice
when describing the priest’s garments, “his cassock and white cope” (324), points toward
more than superficial knowledge of Catholicism. Of course, he could have found out
about these terms and practices through research, but the easy familiarity of the language
in the scene led me to question whether Wallace was in fact a Catholic.
Interestingly, it turns out that Wallace was not a lapsed Catholic, but a failed one.
One of the few interviews, profiles or critical pieces that talks about Wallace’s faith life is
a brief 1996 profile in Details magazine. In it, David Streitfeld reveals that although
Wallace was, “Brought up an atheist, he has twice failed to pass through the Rite of
Christian Initiation for Adults, the first step toward becoming a Catholic. The last time,
he made the mistake of referring to ‘the cult of personality surrounding Jesus’”
(Conversations 69). This, unsurprisingly, did not sit well with the priest, who suspected
that Wallace “might have a bit too much skepticism to make a fully obedient Catholic.”
Streitfeld’s piece goes on to note that Wallace, “Recently found a Mennonite house of
worship,”9 which leads one to the conclusion that sometime between his experience on
the cruise-ship in March of 1995 and the time of the profile, in March of 1996, Wallace
had ceased to identify, and worship, with the Catholic Church.10 One interesting

9

In his biography of Wallace, D.T. Max writes that Wallace’s claims to belong to a Mennonite church were
actually a cover story for his membership in an AA recovery circle (220).
10

Max’s biography does note a number of occasions later in Wallace’s life where he continues to engage
with the Catholic Church, including a multi-day Jesuit retreat (231), and participation in a Cursillo retreat
when he was once again considering converting to Catholicism. In this latter instance, “at the final
ceremony, when the participants were meant to attest their belief in God, Wallace expressed his doubts
instead” (251), which serves to reinforce my contention that Wallace was repeatedly drawn toward faith but
was unable to let go of the doubts that kept him from fully surrendering – the tension that animates many of
the struggles in both Infinite Jest and The Pale King.
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dimension to this, though, is that Wallace was apparently a practicing Catholic for at least
some of the time that he was writing Infinite Jest, which contributes to the spiritual
valence of the novel.
In his interview with Streitfeld, Wallace described his attraction to religion, not in
terms of absolute truth or transcendent reality, but in relation to the existential questions
of existence – the themes of all of his fiction: loneliness, isolation, suffering. Speaking
about his church, he said, “The more I believe in something, and the more I take
something other than me seriously, the less bored I am, the less self-hating. I get less
scared. When I was going through that hard time a few years ago, I was scared all the
time.” Speaking honestly about his experience of faith and commitment to a church, he
declares, “‘I’m a typical American…Half of me is dying to give myself away, and the
other half is continually rebelling’” (69).
This tension, between attraction to faith and the hesitance to surrender to it, turns
up repeatedly in Wallace’s fiction. It also fits in with the way Wallace’s former girlfriend
Mary Karr, the celebrated memoirist and Catholic convert, understood his spirituality11:
“He had a kind of vague, higher-power thing. It’s funny, when he first got sober I
remember he said, ‘Maybe I’ll become Catholic like Mark Costello’ – his friend Mark.
But I remember him sort of mocking me a little bit and saying that my conversion was
bourgeois. I know he had a spiritual life, I know he prayed and meditated every day, but
to my knowledge, I don’t think he ever had a formal spiritual practice. I really hope that
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Max indicates that it was Karr’s conversion to Catholicism that precipitated Wallace’s own interest in
that particular faith tradition (166), although Karr herself seems to think, as this quote reveals, that it was
Mark Costello’s faith, and not her own, that initially guided Wallace toward Catholicism.
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he had a community, you know. I really hope he had a community at the time; I was
never aware of that” (McGarvey). Karr’s remarks portray a deep insight into Wallace’s
faith life; she identified something that Wallace himself would repeatedly return to in his
work – the need for a community to support the individual in his or her spiritual life.
Wallace’s own words in his well-publicized (and eventually published)
commencement speech at Kenyon College12 (May 21, 2005) reflect something of the
seeker mentality regarding faith. He does not argue for a specific belief system, but
contends that individuals must be alert to the possibility that there is more to life than
one’s “natural, hardwired default setting, which is to be deeply and literally self-centered,
and to see and interpret everything through this lens of self” (Water 44). Wallace
explicitly connects this default setting of self-centeredness with dogmatism, whether it is
atheistic or religious in nature: “[the] religious dogmatists’ problem is exactly the same as
the…atheist’s: arrogance, blind certainty, a close-mindedness that’s like an imprisonment
so complete that the prisoner doesn't even know he's locked up” (32). If we were to read
Wallace’s work informed solely by this account, then Wallace would fall into the
category of a postsecular writer, rather than an explicitly Christian one. I use the term
postsecular in the fashion of John McClure, who, in Partial Faiths: Postsecular Fiction
in the Age of Pynchon and Morrison (2007), defines it as “a mode of being and seeing
that is at once critical of secular constructions of reality and of dogmatic religiosity” (ix).
McClure’s work identifies a strand of contemporary fiction that attempts to portray a
transcendent worldview without adhering to any specific religious sensibility. He writes
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The speech was eventually published as This is Water: Some Thoughts, Delivered on a Significant
Occasion, about Living a Compassionate Life (2009).
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that the hallmark of postsecular fiction is the depiction of “forms of faith…[that] are
dramatically partial and open-ended” (x). Clearly, Wallace’s remarks in “This is Water”
align him with McClure’s postsecular writers, and his fiction does have much in common
with the works that McClure studies. It invokes a transcendent reality without overtly
advocating for a specific religious worldview, but I contend that Wallace’s work is more
productively understood in a specifically Christian context because, while his fiction does
resist an easy recourse to dogmatism, the worldview that informs his work is shaped not
by an undifferentiated appreciation of cosmic being but by a knowledgeable engagement
with Christianity.
We can see how Wallace’s experience of a type of Christian community provides
an important counter to his own innate irony and cynicism in “The View from Mrs.
Thompson’s,” which is his account of watching 9/11 unfold in the home of a friend and
neighbor whom he describes as being “a long-time church member and leader in our
congregation” (Consider 135). Max, in his biography of Wallace, indicates that Mrs.
Thompson was actually a member of Wallace’s “recovery group circle” and not part of
any church congregation (Max 263), but what the piece reveals is that even if these
neighbors were not part of a formal church community, Wallace envisioned them as
functioning in his life in the way that a church would – they provide him with a
community of faith that helps him get beyond his “default settings” by leading him to
prayer. In this brief essay, originally published in Rolling Stone (Oct 25, 2001), Wallace
writes about the need to share what he calls “the Horror” with other people; he writes,
“Most of the people I know well enough to ask if I can come over and watch their TV are
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members of my church. It’s not one of those churches where people throw Jesus’ name
around a lot or talk about the End Times, but it’s fairly serious, and people in the
congregation get to know each other well and to be pretty tight” (Consider 135).
Tellingly, he reports on these church-going, lawn-mowing, flag-flying Midwesterners as
an outsider, even though he, himself, is one of them (one of the most poignant moments
in the piece is Wallace searching high and low for a place to buy a flag, and eventually
making one out of construction paper and magic markers).
In his description of 9/11, as in so much of his fiction, Wallace is both inside the
moment and outside of it, reporting about the events and his own reactions to them as
they unfold. He reports on the growing “feeling of alienation from these good people that
builds in me all throughout the part of the Horror where people flee rubble and dust.
These ladies are not stupid, or ignorant. …What these Bloomington ladies are, or start to
seem to me, is innocent. There is what would strike many Americans as a marked,
startling lack of cynicism in the room” (139). Although his community does not prevent
him from feeling a sense of ironic distance regarding “the Horror” and its presentation as
television spectacle, it does enable him to move beyond these feelings towards something
more sincere. He writes that if he were alone he would give free reign to his personal
cynicism, but instead, since he is in community, he joins with them in prayer. Rather than
being cynical, or approaching the event from an ironic distance, what this community
does is:
all sit together and feel really bad, and pray. No one in Mrs. Thompson’s crew
would ever be so nauseous as to try to get everybody to pray aloud or form a
prayer circle, but you can still tell what they’re all doing. Make no mistake, this is
mostly a good thing. It forces you to think and do things you most likely wouldn't
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alone, like for instance while watching the address and [the president’s] eyes to
pray, silently and fervently, that you’re wrong about the president…and it's good,
this is good to pray this way. It's just a bit lonely to have to. Truly decent,
innocent people can be taxing to be around. (140)
From this brief account it seems Wallace does not see himself as fully part of this
decent, innocent community, and without a more detailed first-hand account of his
personal beliefs it is impossible to claim Wallace as any sort of orthodox Christian, or
even to establish that he believed in the existence of God, let alone the divinity of Jesus.
But it is clear that he found organized religion, specifically the Christian Church, to be
one viable place to position oneself when trying to deal with the problems of the modern
world. And what becomes clear from reading Wallace’s body of work is that he believed
fiction could function in something like the way he described his faith community – as a
way to get out of the isolated self – a way to “take something other than [the individual
self] seriously.”
Infinite Jest as Diagnostic Novel
A number of critics have noted the spiritual dimension of Infinite Jest, although
none have explored Wallace’s treatment of faith in this novel with any depth or
specificity.13 The novel’s focus on surrender and community are both central to
Wallace’s treatment of faith, as I will detail below, but the entire form of the novel is an
instantiation of what Walker Percy termed the “diagnostic novel,” or work that shines a
13

Stephen Burn, in David Foster Wallace’s Infinite Jest: A Reader’s Guide (2012), notes, “Infinite Jest
may basically be a religious book. Although this might seem unlikely, it is clear that, on one level, the
novel is about belief.” He then adds “the spiritual hollowness of a life without belief seems to be one of the
most persistent themes” (63), but he does not explore this theme at any length. Other critics who have noted
the novel’s concern with religious issues include Adam Kelly, who observes that faith is one of the traits
that Wallace “can approach…only through the frame of paradox” (139), and Thomas Tracy, who lists
“spiritual despair” as one of addiction’s “attendant ills” that pervades Infinite Jest (172). I contend Tracy
has the order reversed, and that addiction is one of the results of the malaise of spiritual despair that
permeates the novel.
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light on the maladies afflicting modern consciousness. Percy articulates his understanding
of the diagnostic novel in “Diagnosing the Modern Malaise,” where he writes:
In other times, the sense of wholeness and well-being of society, or least of much
of educated society, outweighed the suspicion that something had gone very
wrong, indeed. To the degree that a society has been overtaken by a sense of
malaise rather than exuberance, by fragmentation rather than wholeness, the
vocation of the artist…can perhaps be said to come closer to that of diagnostician
rather than the artist’s celebration of life in a triumphant age. Something is indeed
wrong, and one of the tasks of the serious novelist is, if not to isolate the bacillus
under the microscope, at least to give the sickness a name, to render the
unspeakable speakable. (Signposts 206)
Wallace, like Percy, is interested not just in depicting this malaise and fragmentation, but
in trying to understand where it comes from and how it can be overcome, and for both
authors both diagnosis and cure contain a spiritual element. Like Percy, Wallace writes
about characters that are suffering from both physical and metaphysical ills, and he links
these two conditions together. The illnesses and sicknesses are not simply pathologies,
they are signs of deeper systemic problems in the social fabric and in the way the culture
functions.
For Percy, malaise was the primary problem – the feeling that life lacks inherent
meaning and value. His characters suffer from abstraction and a loss of focus, or what
Charles Taylor describes as, “a wide sense of malaise at the disenchanted world, a sense
of it as flat, empty, a multiform search for something within, or beyond it, which could
compensate for the meaning lost with transcendence” (302). Wallace, though, identified
more severe symptoms, and his diagnosis is more dire, although it still falls within the
rubric of problems that Taylor identifies as part of modern civilization. Taylor writes,
“the narratives of modernity encounter increasing doubt and attack in the nineteenth and
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twentieth centuries. In part, this is because the actual achievements of civilization –
industrial wastelands, rampant capitalism, mass society, ecological devastation – begin to
look more and more questionable” (718). Infinite Jest is set in a dystopic future where the
impacts of these “achievements” are magnified: the entire northeast portion of the United
States has been turned into a toxic waste dump, which results in the production of a
number of horrifying mutations, including “rapacial feral hamsters and insects of
Volkswagen size and infantile giganticism” (573), and “mile high toddlers, skulldeprived wraiths, carnivorous flora, and marsh-gas that melts your face off” (670). This is
sickness rendered grotesque, and, like O’Connor’s use of the grotesque, it points to
deeper systemic problems in society that are being ignored.14 But Wallace is also
interested in the ways this sickness is manifest in individual behaviors; he sees addiction
– to drugs, alcohol, even entertainment – as the primary symptom of the age. The
debilitating effects of addiction are rendered in explicit detail throughout the novel. The
unifying thread of the novel revolves around a video, also titled Infinite Jest, which is so
addictive that those who begin watching desire nothing more than to continue watching it
until they die. Wallace depicts a society that attempts to self-medicate rather than address
the deep, fundamental problems that need to be faced.
The paradigmatic illustration that something has gone horribly awry with this
world is the diagnostic puzzle with which Wallace begins the novel: the case of Hal
Incandenza. Hal is one of the two protagonists of Infinite Jest (the other is Don Gately, a
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For more on the ways that Wallace’s depiction of the natural world reflects deeper systemic problems in
America, see Graham Foster’s “A Blasted Region: David Foster Wallace’s Man-made Landscapes” in
Consider David Foster Wallace (2010) and Heather Houser’s “Infinite Jest’s Environmental Case for
Disgust” in The Legacy of David Foster Wallace (2012).
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recovering addict who is a staff member at Ennet House, a halfway house for recovering
addicts), and the only major character in the novel to provide first person narration.
Significantly, although the reader is able to understand Hal’s words, the specific nature of
his physical malady, revealed to us in the opening scene of the novel (which is, somewhat
confusingly, the last thing that happens in the book chronologically speaking), is that no
one can understand what Hal is saying. Hal’s interior monologue, which the reader
encounters, is articulate almost to a fault, but for reasons that remain unexplained
throughout the novel his attempts to communicate with other people have recently
become not just unintelligible (he describes his most recent attempts to write down his
thoughts as looking like “some sort of infant’s random stabs on a keyboard” (9)), they are
described as “‘subanimalistic noises and sounds’” (14). One of the people who
encounters Hal trying to communicate says, “I believe I’ve seen a vision of hell” (14);
another describes Hal as “only marginally mammalian” (15). The reader is faced with an
irresolvable juxtaposition between Hal’s interiority, where he tells us, “I am not just a
boy who plays tennis. I have an intricate history. Experiences and feelings. I’m
complex…I’m not just a creatus, manufactured, conditioned, bred for a function…I am
not what you see and hear” (12-13), and the way his words and actions come across to
those who interact with him. By starting the novel with this scene, Wallace alerts the
reader that something has gone terribly wrong but it is unclear, both to the people within
the world of the novel and to us as readers, what exactly has happened, or why. It is
evident, though, that the problem has something to do with the imprisonment of the self
within one’s own consciousness, or what Greg Carlisle describes as Hal’s “retreat into
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himself – his isolation,” which is a product of being part “of a culture that promotes selfobsession and discourages honest self-awareness” (481). Hal’s illness provides the
primary symptoms for Wallace’s diagnosis of the modern condition.
In an interview Wallace pinpointed the problem with contemporary America as a
“strong and distinctive American distaste for frustration and suffering” (Conversations
23). Wallace describes these conditions as “symptoms” of a much deeper problem, but he
contends that contemporary Americans want to get “rid of the pain without addressing
the deeper cause” (23), which in turn is connected to Americans’ penchant for seeking
out some numbing pleasure, whether it is television or narcotics or popular fiction, rather
than face the root causes of our displeasure. In a separate interview he was even more
succinct: “In this country…we’re unprecedentedly safe, comfortable, and well fed, with
more and better venues for stimulation. And yet if you were asked, ‘Is this a happy or
unhappy country?’ you’d check the ‘unhappy’ box. We’re living in an era of emotional
poverty” (Conversations 68). Infinite Jest focuses on addiction and consumerism because
Wallace views them as primary symptoms of this ‘emotional poverty.’
The novel itself contains an explicit diagnosis of this problem, in the form of a
series of metaphysical discussions between a French-Canadian terrorist, Remy Marathe,
and a U.S. government secret agent, Hugh Steeply. Marathe (in somewhat stilted English)
contends that the problem with America is that its citizens “choose nothing over
themselves to love” and so would “die for this chance to be fed this death of pleasure”
(318). For most Americans, there is no transcendent meaning, and so the greatest good
becomes the escape from pain, and the pursuit of pleasure. But what the novel
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demonstrates is that this pursuit of pleasure becomes crippling; the addicts in the novel
have sought pleasure to the point where nothing else matters to them, and it destroys
them. Marathe says that for most Americans, “your temple is self and sentiment. Then in
such an instance you are a fanatic of desire, a slave to your individual subjective narrow
self’s sentiments; a citizen of nothing…You are by yourself and alone, kneeling to
yourself…In a case such as this you become the slave who believes he is free…You
believe you would die twice for another but in truth would die only for your alone self, its
sentiment” (108). And then he concludes, in words that echo the parable of the two
builders from Matthew’s Gospel, “You in such a case have nothing. You stand on
nothing. Nothing of ground or rock beneath your feet. You fall; you blow here and
there…tragically, unvoluntarily, lost” (108). Although Marathe is not speaking from a
Christian perspective, his diagnosis of the problems with American society contain a
biblical resonance because it mirrors the Christian condemnation of a society that values
pleasure as the highest good, and renounces concepts like sacrifice and suffering.
Infinite Jest, though, does not just diagnose the problem with contemporary
America, it offers a solution, albeit a tenuous one. If addiction is the extreme endpoint of
an errant worldview that seeks to maximize pleasure and minimize pain, it is worth
considering how Wallace depicts the process of overcoming such addiction. A number of
characters in the novel do just this through the help of Alcoholics Anonymous (AA),
specifically through the practice of surrendering one’s will to a higher power. This
process is most clearly represented in the character of Don Gately, who overcomes his
addiction to Demerol with the aid of AA, expressly by asking for help from a God he
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does not believe in. One of the central tenets of AA is the belief in a higher power, and
although Gately “didn’t have any God or J.C.-background” and “felt like a true hypocrite
just going through the knee motions” of prayer, he learns that “it didn’t matter at this
point what he thought or believed or even said. All that mattered was what he did” (466).
And although he manifestly does not understand how or why this process of prayer
works, it does work. He wonders, “how could some kind of Higher Power he didn’t even
believe in magically let him out of the cage [of addiction] when [he] had been a total
hypocrite in even asking something he didn’t believe in to let him out of a cage he had
like zero hope of every being let out of?” (468). The process defies rational
comprehension, but is effective nevertheless; it is an instantiation of faith. This scene
manifests a central tenet of the Catholic imagination, which is that performing faith, via
ritual, is foundational to the sacramental experience of Catholicism, but one need not
understand, or even necessarily completely believe in, a sacramental rite in order for
God’s grace to become manifest through it.
This conflict between what is rational and what is real is foregrounded in a
conversation between the now-sober Gately and Geoffrey Day, a junior college professor
and newly admitted house-guest at Ennet House. Day complains to Gately about the
irrationality of AA, the fact that “the Program [is] riddled with these obvious and idiotic
fallacies and reductia ad absurdum…There are things about this allegedly miraculous
Program’s doctrine that simply do not follow. That do not cohere. That do not make
anything resembling rational sense” (1002). Gately, who cannot match Day’s verbosity,
can only respond that even if AA does not make sense, and does not satisfy intellectually,
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it works. In particular, the surrender of one’s will and volition to a higher power
eventually contributes to the breakdown of the compulsive need for the addictive
substance, at least in the experience of Gately and other long-time members of AA.
Wallace shows that faith need not (perhaps cannot) be grounded in rationality, but acting
on faith can have real world consequences that defy logical expectations. Or, as the
omniscient narrator of the novel states, the experience of AA teaches you “that AA and
NA and CA’s ‘God’ does not apparently require that you believe in Him/Her/It before
He/She/It will help you” (201), and “that God might regard the issue of whether you
believe there’s a God or not as fairly low on his/her/its list of things s/he/it’s interested in
re you” (205).
It is important to note that in Wallace’s depiction, this experience of faith
necessarily takes place in community. Gately only comes to ask the God he doesn’t
believe in to help him because other, more experienced members of AA encourage him to
do so, just as Day will only ever surrender to this higher power because of Gately’s
encouragement. No one gets there alone. This is a central conceit of the novel and it
serves as a stark contrast to the world of the addicts, where the search for, and
consumption of, addictive pleasure is nearly always isolating. Wallace emphasizes how
important it is to Hal to get high in secret, and to be alone while he does so (54); the
Infinite Jest video is watched by various solitary individuals; in one of the novel’s most
intense and virtuosic pieces a young woman overdoses on cocaine while locked, alone, in
a bathroom (240). Solitariness and isolation lead to despair, feeding the recursive
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feedback loop of addiction.15 This is in contrast to the community found in AA, which,
although not idealized (many of the residents of Ennet House are despicable people who
treat each other miserably), can provide the support needed by individuals to overcome
their crises.
This contrast between isolation/ despair and community/ faith is best represented
in the set-piece that is also the novel’s most explicit meditation on the existence of God.
Towards the end of Infinite Jest, Wallace inserts a brief five-page back-story for an
extremely minor character, Barry Loach, a trainer at Hal’s tennis academy. Loach is
identified as, “the youngest child of an enormous Catholic family, the parents of which
were staunch Catholics of the old school of extremely staunch Catholicism” (967).16 In
telling the parable-like story of Loach and his older brother, a Jesuit seminarian who,
“suffered at age twenty-five a sudden and dire spiritual decline in which his basic faith in
the innate indwelling goodness of men like spontaneously combusted and disappeared”
(968), Wallace invokes “Alyosha and Ivan’s conversations in the good old Brothers K”
(969).17 Wallace, like Dostoevsky, is deeply invested in the question of human goodness,
or lack thereof, and the connection between this lack and the presence, or absence, of
God. Like Dostoevsky before him, Wallace is often better at depicting the fallen nature of
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See N. Katherine Hayles’s “The Illusion of Autonomy and the Fact of Recursivity: Virtual Ecologies,
Entertainment, and Infinite Jest” for an excellent discussion of recursivity in the novel.
16

While the novel is rather light on engagements with specific religious traditions, the vast majority of
faith-based references in the novel refer to Catholicism. There are 19 references to “Catholic” and
“Catholicism,” four for “Christian,” three for “Protestant,” three for “Jew” or “Jewish,” and three for
“Muslim” or “Islam.” No specific Protestant denominations are referenced. Clearly, at the time he was
writing the novel, Catholicism was the default religious denomination for Wallace.
17

See Jacob’s “The Brothers Incandenza” (2007) for a thorough exploration of the connections between
Infinite Jest and The Brothers Karamazov.
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humanity than its redemptive qualities, but, just as Alyosha serves as Dostoevsky’s
evidence for innate human goodness and therefore manifests the presence of God, Mario
Incandenza, Hal’s older and physically damaged brother, represents the possibility of
human decency, and thus the existence of God in the world.
Barry Loach’s brother, in order to prove the lack of “basic human charity” in the
world, challenges Barry to “make himself look homeless and disreputable and louseridden” and then to stand outside a T-station in Boston and ask passersby “just to touch
him…[to] extend some basic human warmth and contact” (969). Perhaps unsurprisingly,
no one will touch him, which only reinforces his brother’s spiritual crisis, and initiates
one in Barry as well. After nine months of being utterly shunned by society (clearly a
significant amount of time, indicative of Barry’s spiritual death and rebirth), Barry “was
dangerously close to disappearing forever into the fringes and dregs of metro Boston
street life” (970). He is saved from this self-erasure, and its attendant spiritual
despondency, by the presence of Mario Incandenza, who is too innocent, and too good, to
do anything except reach out and touch Barry – to extend to him the basic human dignity,
and personal contact, that all other people have denied him. Mario’s sympathetic touch
breaks through Barry’s isolation and starts a “kind of heartwarming and faith-reaffirming
series of circumstances” that redeem Barry’s life (971). This scene takes place ten pages
from the end of the novel.
Infinite Jest lacks a traditional climax, and its conclusion provides no resolution.
The scene of communion between Barry and Mario stands in stark contrast to the two
scenes of pain, isolation and violence that conclude the novel. In the penultimate scene,
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the oldest Incandenza brother, Orin, is trapped in a glass cage and tortured; the final
scene of the novel depicts Don Gately’s nadir, as he remembers being forcibly given a
highly potent drug that leaves him feeling “less high than disembodied. It was extremely
pleasant” (981). Gately’s personal pleasurable feelings are wildly at odds with the
extreme violence that is taking place in the room with him (one of Gately’s drug dealing
compatriots is having his eyelids sewn open, one of many allusions to A Clockwork
Orange); the effect of the drug is to further isolate him from what is happening around
him. By placing these moments in juxtaposition at the conclusion of the novel, Wallace
demonstrates that being “disembodied,” or losing one’s sense of self, is the terminal
symptom of his diagnosis. But, for Wallace, the prognosis is not completely hopeless.
Gately is able to overcome his disembodying addiction by surrendering to a higher
power; Barry Loach is able to avoid a similar death-in-life because Mario reached out to
him. These are the twin pillars of Wallace’s conception of transcendent significance in
Infinite Jest – faithful surrender and the necessity of community support.
If, as the parable of Barry Loach illustrates, the end of isolation can lead to a
rebirth of faith, then Wallace envisions his fiction as the equivalent of Mario’s touch: a
way to break through the prison of the ego. Wallace’s work is powerful not simply
because it identifies the problems of modern society, or even because it actively tries to
offer a solution, but because it tries to become the solution. He told an interviewer, “We’d
probably most of us agree that these are dark times…In dark times, the definition of good
art would seem to be art that locates and applies CPR to those elements of what’s human
and magical that still live and glow despite the times’ darkness” (Conversations 26). If
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isolation and solipsism are key aspects of American malaise, then really reading and
engaging with Wallace’s fiction is an exercise in overcoming these problems.18 Wallace
declared, “A big part of real art fiction’s job is to aggravate this sense of entrapment and
loneliness and death in people, to move people to countenance it, since any possible
human redemption requires us to face what’s dreadful, what we want to deny”19
(Conversations 32). What Wallace asks his readers to do is fully enter into the experience
of his characters – not just read about, but to feel with; reading his work becomes an
exercise in the spiritual discipline of compassion, from the latin ‘cum passio,’ to suffer
with another.
As he states in “This Is Water,” Wallace sees the modern individual as imprisoned
by his or her own unquestioning self-consciousness. What Wallace wants to do in his
fiction is help the individual out of this imprisonment, by exposing him or her to different
ways of thinking and seeing the world. In the speech, he does not explicitly claim this as
his fictional project, but he does say, “Other people's thoughts and feelings have to be
communicated to you somehow, but your own are so immediate, urgent, real” (Water 41,
emphasis in original). The heart of Wallace’s aesthetic project is this communication of
other people’s interiority to the reader. He attempts to construct, via fiction, the type of
18

Daniel Turnbull’s “This is Water and the Ethics of Attention: Wallace, Murdoch and Nussbaum”
examines how Wallace’s work enacts a process of moral formation for the reader, as his fiction “both
show[s] us how attention and imagination may be used in ways that are essential for deeper moral
responsiveness, and lead us to use our faculties in this way” (209). Turnbull notes that Wallace’s work is
not about “telling us what concrete actions we ought or ought not to be taking” but is rather about “stating
that the way we choose to attend to and see situations is absolutely central to the way we react in the world”
(216).
19

In this instance, Wallace is making an argument for the function of fiction that is very much in line with
those made by O’Connor (see Chapter Two, pages 51-58), where she argues that the job of the writer was
to make her vision of reality visible to her readers, even (perhaps especially) when that vision is focused on
aspects of life that they would prefer not to see. Both Wallace and O’Connor believed that facing these
“dreadful” aspects of existence, even in fiction, can be a transformative experience for the reader.
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community that he views as necessary for the transcendence of self; he wants to point the
reader beyond the pursuit of pleasure towards a more meaningful, and fulfilling,
existential goal.
In his most explicit claim about faith in the modern world, Wallace claims that,
“Everybody worships. The only choice we get is what to worship. And an outstanding
reason for choosing some sort of god or spiritual-type thing to worship…is that pretty
much anything else you worship will eat you alive” (Water 100-02). As he so
compellingly demonstrates in Infinite Jest, contemporary America is ruled by its “default
settings,” by which he means unthinking devotions to the pursuit of pleasure. What he
wants us to be able to see is that “there are other options” (92). In Wallace’s aesthetic, the
central premise is that one must “learn how to pay attention,” because this type of focus
becomes a window into the transcendent. He states that if an individual is able to actually
get beyond his or her “default setting” then “it will actually be within [his/her] power to
experience a crowded, hot, slow, consumer-hell-type situation as not only meaningful,
but sacred, on fire with the same force that lit the stars – compassion, love, the subsurface
unity of all things” (93). He immediately qualifies this mystical vision by stating, “Not
that that mystical stuff’s necessarily true: The only thing that's capital-T True is that you
get to decide how you're going to try to see it” (94). Again, there is tension between
objective truth and the subjective experience of it, but, in his fiction, particularly The
Pale King, Wallace illustrates more of a commitment to the objective “capital-T Truth”
of the mystical vision than one might expect.
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“Capital-T Truth” in The Pale King
Infinite Jest, for all of its ‘elegant complexity’ (to borrow Gregory Carlisle’s
term), contains a theological vision that is, in some ways, relatively simple: we are a
fallen people, and the only thing that can help us in our fallen condition is surrendering to
a God that surpasses all understanding (with the added dimension that we need
community to help us make this surrender work). In The Pale King, Wallace’s treatment
of faith is more complicated. Although The Pale King remains unfinished, it is possible to
at least determine some parameters for where Wallace’s fictional project was headed.
From the fragments that we have, it appears his central diagnosis of the modern condition
remains fundamentally similar, but rather than focusing on the dramatic and extreme
symptoms of disease and dis-ease that permeate the earlier novel, he shifts his attention
instead to a more mundane, but, in his view, equally pernicious symptom: the restlessness
at the heart of American cultural life. In conjunction with his exploration of the perils of
humanity’s inability to tolerate boredom, Wallace takes up the idea of faith itself, and
begins to explore how people come to embrace a horizon of transcendence, and what it
means to really pursue, and participate in, a reality beyond biological determinism.
Most of the reviews of The Pale King focus on its treatment of the problem of
boredom, but they fail to recognize the spiritual valence with which Wallace has invested
this problem. Boredom is not simply a widespread societal problem that needs to be
overcome, it is a symptom of a deeper crisis in the culture. Wallace’s characters struggle
with their inability to focus on the work in front of them (an understandable problem,
since they are IRS auditors), but Wallace is interested in more than simply the condition
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of being distracted. As a novelist diagnostician, he is concerned with the root cause of
this inability to focus. Just as Wallace used Hal’s inability to communicate as the primary
case study in Infinite Jest, he uses Lane Dean Jr.’s struggle with the debilitating boredom
of his job at the IRS as the focal point of an exploration of the problem in The Pale King.
Lane, who is Wallace’s most explicitly Christian character and one whose story is central
to the theological insights of the novel, is a relatively inexperienced auditor suffering
“boredom beyond any boredom he had ever felt” (378), which is so extreme that he
begins to contemplate all manner of suicide (including “ways to kill himself with Jell-O”
(380)). In the midst of this existential crisis he is visited by one of the “two actual, nonhallucinatory ghosts haunting Post 047’s wiggle room [where the auditors work]” (315),
who begins to explain to Lane the etymology of the word boredom. The ghost introduces
the concept of “accidia” which, he explains, was “made so much of by monks under
Benedict…Also the hermits of third-century Egypt, the so-called daemon meridianus,
when their prayers were stultified by pointlessness and tedium and a longing for violent
death” (383). Since Lane, the committed Christian, was himself just longing for a violent
death, and since debilitating boredom is one of the key themes of the novel, it is worth
pursuing this concept of acedia in greater detail.
Acedia, as the ghost tells Lane, has a long history in Christian monastic tradition.
Evagrius Ponticus (345-399), one of the early Christian monks and ascetics known as the
Desert Fathers, described it thus:
The demon of acedia - also called the noonday demon - is the one that causes the
most serious trouble of all. He presses his attack upon the monk about the fourth
hour and besieges the soul until the eighth hour. First of all he makes it seem that
the sun barely moves, if at all, and that the day is fifty hours long. Then he

245
constrains the monk to look constantly out the windows, to walk outside the cell,
to gaze carefully at the sun to determine how far it stands from the ninth hour, to
look now this way and now that to see if perhaps [one of the brethren appears
from his cell]. Then too he instills in the heart of the monk a hatred for the place,
a hatred for his very life itself, a hatred for manual labor. He leads him to reflect
that charity has departed from among the brethren, that there is no one to give
encouragement. …He depicts life stretching out for a long period of time, and
brings before the mind’s eye the toil of the ascetic struggle and, as the saying has
it, leaves no leaf unturned to induce the monk to forsake his cell and drop out of
the fight. (Praktikos18-19)
The popular spiritual writer and poet Kathleen Norris’s Acedia and Me: A
Marriage, Monks, and a Writer’s Life (2008) explores the history of acedia, as well as its
present day manifestations. In a diagnosis of modern society that reads like a précis of the
thematic concerns of Infinite Jest and The Pale King, Norris claims, “Much of the restless
boredom, frantic escapism, commitment phobia, and enervating despair that plagues us
today is the ancient demon of acedia in modern dress” (3). The great twentieth century
spiritual writer Thomas Merton arrived at a similar conclusion: “Acedia is in fact one of
the great spiritual diseases of our time. In a sense it is a disease of the best minds. The
intellectual elite is faced with despair because it sees the utter hollowness of the world
that man has made for himself, and sees no hope for improvement. …Acedia is the
disease which afflicts the whole world, especially the unbelieving world” (Cassian 185).
It is unclear how well versed Wallace was in the literature of the Desert Fathers,
or if he had encountered any of the more contemporary literature that explored the
phenomena of acedia, but The Pale King reads, in many instances, like a fictionalized
dramatization of this condition as it is described by these theologians and spiritual
masters. Indeed, it is evident that Wallace does not view acedia as a symptom of our
current age, but rather as the primary pathologic condition. The symptoms originally
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described by the Desert Fathers, and reinterpreted to the present day – listlessness;
obsession with passive entertainment; the inability to focus or sit still; mindless eating,
sleeping, or visiting with acquaintances; “chronic withdrawal from reality” – are the
symptoms that permeate Wallace’s diagnostic novels.
It is even possible that the phantom who introduces the concept into The Pale
King is supposed to be a literal figuration of the noonday demon.20 He appears less than a
page after a discussion of the movie The Exorcist, which alerts the reader to the concept
of demons and possession. And although the phantom for the most part appears harmless
and disinterested in human affairs, he reveals a different aspect when Lane’s coworker (a
fellow wiggler) apprehends his presence. The ghost responds by making “his hands into
claws and [holding] them out at the other wiggler like a demon or someone possessed.
The whole thing happened too fast to almost be real to Lane Dean” (385). After revealing
its true nature, the phantom/ demon then immediately returns to his disquisition on
boredom, describing it as “soul murdering” (385, italics in original). Lane, as a devout
Christian, responds as one of the Desert Fathers might have counseled: Wallace writes,
“It occurred to Lane Dean that he might pray” (385). Directly on the heels of this
invocation of prayer, the phantom leaves and Lane “let himself look up and [he] saw that
no time had passed at all” (385).

20

In a chapter 26 Wallace provides background on the department’s two ghosts. Based on the description
of his rhythmic upper body movement and odd head-lamp, the ghost who visits Dean is almost surely
Garrity, who had “evidently been a line inspector for Mid West Mirror Works in the mid-twentieth
century” (315). Unlike the other ghost who “died at his desk unnoticed” and continues to companionably
show up for work, Garrity embodies the endpoint for the misery of rote work: “In 1964 or 1965 he had
apparently hanged himself from a steam pipe in what is now the north hallway off the REC Annex’s wiggle
room” (316). That he is given an identity does not necessarily preclude the possibility that he is also an
instantiation of the demon.
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For Wallace, the way to overcome the problem of “soul murdering” boredom is
not to hide from it, although as Infinite Jest demonstrates, many people do just this;
rather, The Pale King at least hints at a solution found in the embrace of suffering, which
is, of course, a very Christian solution to the problem. John Cassian, another Desert
Father, writes:
When I was beginning my stay in the desert, and had said to Abbot Moses, the
chief of all the saints, that I had been terribly troubled yesterday by an attack of
accidie, and that I could only be freed from it by running at once to Abbot Paul,
he said, ‘You have not freed yourself from it, but rather have given yourself up to
it as its slave and subject. For the enemy will henceforth attack you more strongly
as a deserter and runaway, since it has seen that you fled at once when overcome
in the conflict: unless on a second occasion when you join battle with it you make
up your mind not to dispel its attacks and heats for the moment by deserting your
cell, or by the inactivity of sleep, but rather learn to triumph over it by endurance
and conflict.’ Whence it is proved by experience that a fit of accidie should not be
evaded by running away from it, but overcome by resisting it. (Chapter 25)
In the appendix of notes that concludes the novel, Wallace writes what might be a
contemporary gloss on this passage: “It turns out that bliss – a second-by-second joy +
gratitude at the gift of being alive, conscious – lies on the other side of crushing, crushing
boredom. Pay close attention to the most tedious thing you can find (tax returns,
televised golf), and, in waves, a boredom like you’ve never known will wash over you
and just about kill you. Ride these out, and it’s like stepping from black and white into
color. Like water after days in the desert. Constant bliss in every atom” (546). Once
again, Wallace’s description is strikingly similar to that of the Desert Fathers. Evagrius
wrote that after the monk overcomes the noonday demon, “no other demon follows close
upon the heels of this one (when he is defeated) but only a state of deep peace and
inexpressible joy arise out of this struggle” (19). Wallace, like the Desert Fathers before
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him, contends that if we can overcome acedia then we will come out the other side into a
moment of transcendence. It is a beautiful vision, and it clearly seems that he is drawing
on the traditions of Christian mysticism as a solution to what he viewed one of the central
problems of our age.
The novel in fact points the reader toward this mystical tradition. Besides
referencing early Christian monastic tradition, The Pale King includes a lengthy
description of various Christian mystics. Chapter 36, which focuses on a young boy who
seeks the ability “to press his lips to every square inch of his own body” (394), also
includes a description of five reputed stigmatics. Wallace begins this section thus: “Facts:
Italian stigmatist Padre Pio carried wounds which penetrated the left hand and both feet
medially throughout his lifetime. The Umbrian St. Veronica Giulani presented with
wounds in one hand as well as her side, which wounds were observed to open and close
on command” (398-99). He continues in the same clinical style, describing the wounds of
Giovanna Solimani and St. Francis of Assisi (and, a few pages later, Therese Neumann),
before concluding: “And yet (fact): Hands lack the anatomical mass required to support
the weight of an adult human. …Hence the, quote, ‘necessarily simultaneous truth and
falsity of the stigmata’ that existential theologist E. M. Cioran explicates in his 1937
Lacrimi si sfinite, the same monograph in which he refers to the human heart as ‘God’s
open wound.’” (399). Wallace foregrounds the myriad tensions inherent in the stigmata:
it is demonstrably real, and yet the wounds cannot literally match Christ’s, since
“classical crucifixion required nails to driven through subject’s wrists, not his hands”
(399). Wallace is demonstrating that there are elements of even formal organized religion
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that, like the alcoholic’s surrender to the higher power in AA, defy rational explanation,
and yet are still “capital-T true.”
One of the difficulties in writing about an unfinished work is we do not know how
Wallace envisioned all of the parts coming together, or even if all of these sections would
have made the final cut. The chapter which includes the sections on the stigmatics does
not seem to directly connect to the plot elements in the rest of the work – the identity of
the boy at the center of the chapter remains unclear in relation to other named characters
in the book – but there is a strong connection between these Christian mystics, who defy
rationality not simply through their faith but in their very bodies, and the overall themes
of the novel. The boy, in his single-minded desire to master his own body, demonstrates
that such self-mastery is possible, although it would be a mistake to align his actions too
closely to those of the stigmatics themselves. The boy explicitly “had no conscious wish
to ‘transcend’ anything” (400), whereas stigmatics like Padre Pio and St. Francis receive
the stigmata in connection to a life lived in service to God, and the wounds become a
manifestation of a supernatural, transcendent reality.
The Pale King demonstrates that Wallace is not solely interested in the mystical
elements of Christianity, though; he also explores the impact of a transcendent, and
explicitly Christian, worldview on everyday life. He shows that such a belief structure
can help overcome the paralysis, listlessness and fear of commitment that afflict
modernity. We see how a transcendent worldview affects day-to-day decision making in
Chapter 6 of The Pale King (originally published as “Good People” in The New Yorker
on Feb 5, 2007). The main character of the story is none other than Lane Dean, Jr., the
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same man who will eventually be so beset by acedia that he contemplates suicide. This
story takes place a few years before he joins the IRS, and is framed entirely by his own
internal thought processes as he and his girlfriend Sheri wordlessly contemplate aborting
their accidental pregnancy. Both Lane and Sheri are evangelical Christians, the type of
people who reference scripture in regular conversation and unapologetically talk about
“turning a matter over to Jesus Christ in prayer,” language that Wallace accurately uses
without irony or mockery (37). Despite his religious scruples, Lane’s initial desire is to
ask Sheri to get an abortion. This desire, though, renders him unable to act; he is
emotionally, spiritually, even physically frozen by this unforeseen challenge; throughout
the story, Lane is “very still and immobile” (36). There is almost no physical movement
in the story, which reflects his internal paralysis. This crisis brings about an extreme form
of the symptoms of acedia. The Cistercian monk Michael Casey links acedia to “the vice
of noninvolvement” which he describes as “endemic in the Western world” (57). He
describes the acediac as “a person without commitment, who lives in a world
characterized by…the effective denial of the validity of any external claim” (57). Lane
struggles with just this inability to form a personal commitment, and his desire to deny
the validity of Sheri’s claim on him leaves him feeling like he is “freezing more and more
solid” (38). Although Lane “knew something was required of him and knew it was not
this terrible frozen care and caution,” he cannot bring himself to act. Like the acediac, he
cannot communicate with his God: “He tried to pray but could not” (38).
The story turns, though, as Lane experiences what he calls a “moment of grace”
(42, emphasis in original), in which he is able to actually get inside his girlfriend’s head
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for a moment and see their predicament from her eyes. This leads him to a true insight
into love: “Why is one kind of love any different? What if he has no earthly idea what
love is? What would even Jesus do?…What if he was just afraid, if the truth was no more
than this, and if what to pray for was not even love but simple courage, to meet both her
eyes…and trust his heart” (43). What Wallace dramatizes here is that a worldview
informed by Christianity is capable of getting the isolated individual out of his own head
and enabling him to reach out and to feel someone else’s pain and anxiety; it helps him
break through his emotional and spiritual paralysis. For Wallace, who repeatedly
dramatizes that one of the great failures of our modern age is the inability to get outside
of the self long enough to act meaningfully in the world, it is certainly significant that it
his Christian character who is able to make this leap, and show this empathy in action.21
Lane Dean, Jr., though, is not the only character in The Pale King able to actively
transcend his own ego in service to another. In the last major set-piece before the
conclusion of the novel, Shane Drinion is shown to be the embodiment of empathy. As he
listens to his coworker Meredith Rand relate her life story, he is so totally engrossed in
actively listening to her and attempting to fully understand what she is telling him that he
actually begins to levitate off of his chair. Wallace offers no explanation for Drinion’s
levitation, the narrator simply states, “Drinion is actually levitating slightly, which is
what happens when he is completed immersed” (485). By the end of Rand’s story,
Drinion is “1.75 inches off the chair seat” (498). In a novel that has already referenced
21

Of course, as his later encounter with the demon/ phantom demonstrates, this Christian perspective is no
protection against acedia, the spirit of the age, but the Desert Fathers were far more committed Christians
than Lane Dean (or most other people) and they were particularly beset. I do think, though, that Wallace
has Lane in particular struggle so mightily in order to demonstrate that Christianity in and of itself is not
some sort of magical protection against a problem that Wallace saw as endemic.
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the supernatural capacities of the mystics, Drinion’s quasi-mystical ability to levitate
connects him with the metaphysical abilities of the saints. Wallace is drawing a direct
connection between the ability to remain focused (Drinion’s most remarkable quality is
the ability to give “whoever’s speaking his complete attention” (448)) despite the myriad
distractions of life, and a horizon of transcendence. It is a somewhat curious connection
to make, unless one is willing to grant that Wallace’s diagnosis of the modern condition
is correct – that our inability to overcome, or even countenance, acedia, is undermining
our very cultural life. If this is the case, then Drinion’s capacity to focus really is akin to
the mystics’ ability to transcend empirical understanding; it points us towards a whole
new horizon of understanding.
Unfortunately, but perhaps not surprisingly, Drinion is the novel’s least
interesting character. Unlike the other characters who struggle with their faith and beliefs,
or even those who lack faith altogether and are somewhat adrift, Drinion is static, and
thus there is no way for the reader to enter into his experience. Wallace wants to hold
Drinion up as an example for the modern age – in the notes at the end of the novel we
read Wallace’s description of the character: “Drinion is happy” (546), which is a stark
contrast to Wallace’s other characters. But it is impossible for the reader to fully identify
with Drinion because he lacks an interior life. All of his comments are directed back to
Meredith Rand, reframing her thoughts and statements so as to clarify what she is
thinking; Drinion’s careful attention helps make Rand, in Jonathan Raban’s words, “the
single most interesting person in the book.” While I disagree with this characterization of
Rand, I do think Drinion’s focused attention helps make her more interesting and
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dynamic. At the same time, it makes Drinion himself less relatable, and thus less
interesting.
Drinion’s character demonstrates a conundrum of the diagnostic novel: the
characters who have managed to overcome the disease, or to not get sick in the first
place, are the ones we least want to read about. What is of interest to readers is both the
sickness itself (because we can identify with this), and the process of overcoming the disease (because this gives us a model for how healing is possible). Fortunately, The Pale
King does contain a powerful depiction of this process of overcoming dis-ease, and it is
the most memorable scene in the novel.
Wallace is interested in the phenomenology behind the process of coming to live
a life in service to a transcendent reality,22 and he addresses this directly in Chapter 22,
which is the emotional center of the novel. This chapter is a long (98 page) monologue by
Chris Fogle, a young man who describes his younger self as, “the worst kind of nihilist –
the kind who isn’t even aware that he’s a nihilist…My essential response to everything
was ‘Whatever’” (154). Although he does not use the word, Fogle clearly was in the grip
of acedia; he spends his days passively watching (significantly) As the World Turns,
“being feckless [and] a wastoid,” and working only at affecting a pose of “directionless
drifting and laziness” (222-223). Fogle claims, “I was, in a way, too free…I was free to
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Wallace also addressed the phenomenology of belief in the short story “All That,” published in The New
Yorker 12/14/09, which was part of the manuscripts for The Pale King but ultimately not included in the
published version of the novel. The story is a beautiful evocation of childhood belief in supernatural reality,
which the adult narrator connects to the “religious feeling that has informed most of [his] adult life.” As in
the other treatments of religion found in The Pale King, the story foregrounds the tension between belief in
the supernatural and a commitment to “reason, skepticism, intellect, empirical proof, human autonomy, and
self-determination”; and, as in the rest of the novel, Wallace leaves this tension unresolved, but the
narrator’s own account points toward a transcendent reality.
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choose ‘whatever’ because it didn’t really matter. But that this, too, was because of
something I chose – I had somehow chosen to have nothing matter” (223). This
awareness corresponds to the Christian position on freedom, which is that true freedom is
not the ability to choose just anything, but rather the ability to choose for the good.23
Fogle comes to see that he has structured his life such that there is no real possibility to
choose anything good, because his worldview does not allow for anything to have any
inherent value. He concludes, “if I wanted to matter – even just to myself – I would have
to be less free, by deciding to act in some definite way” (224). He realizes that he needs
to actively resist the grip of acedia. The rest of the chapter details how, exactly, he is able
to actually accomplish this.
What makes Fogle’s narrative so compelling is the style that Wallace uses to
relate it to the reader. Fogle acknowledges, “the conscious intention of confronting major
questions like ‘Am I currently happy?’ or ‘What, ultimately, do I really care about and
believe in?’” is usually a fruitless exercise, because “the questions often end up not
answered but more like beaten to death, so attacked from every angle and each angle’s
different objections and complications that they end up ever more abstract and ultimately
meaningless than when you first started” (191). But if Fogle (and by extension, Wallace)
is right that we cannot address such questions directly, then how do we answer them?
Fogle says he answered them “by accident,” when he wandered into the wrong classroom
by mistake and ended up listening to a Jesuit priest deliver a life changing lecture, or
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See The Catechism of the Catholic Church, Section 1, Chapter 1, Article 3: ‘Man’s Freedom’: “As long
as freedom has not bound itself definitively to its ultimate good which is God, there is the possibility of
choosing between good and evil…The more one does what is good, the freer one becomes. There is no true
freedom except in the service of the good.”
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sermon, about (of all things) accounting, but, significantly, his account of this accidental
encounter is preceded by a conversion narrative given by a born-again Christian, who
gives Fogle her ‘witness’ account “of how she was ‘saved’ or ‘born again’ and became a
Christian” (211). Wallace has Fogle recount both the girl’s conversion and his own
reaction to it, and although Fogle dismisses her account it leaves him feeling “somewhat
lost and desolate inside” (214).
Fogle comes to recognize that even though he finds the girl’s conversion narrative
“stupid and dishonest,” this “does not mean the experience she had in the church that day
didn’t happen, or that its effects on her weren’t real” (214). Once again, Wallace circles
around to the questions of ‘capital-T Truth,’ reality, and faith. Just because the girl’s
story sounds overly familiar24 does not mean that it is untrue; conversion stories are, for
the most part, only radical and innovative to the ones who are experiencing them. Having
Fogle acknowledge this fact preempts the reader’s own dismissal of such conversion
narratives, which [perhaps] allows the reader to hear and respond to Fogle’s own account
with less cynicism. This is important because Chapter 22 is, essentially, Fogle’s own
conversion narrative (although, to be clear, his is not a conversion to Christianity, it is a
conversion to an account of human experience and meaning that transcends biological
determinism). The careful reader notes a number of parallels between the Christian girl’s
24

Wallace could not have written a more conventional conversion narrative: the young woman, feeling
“totally desolate and lost and nearly at the end of her rope” somewhat miraculously finds herself in “the
parking lot of what turned out to be an evangelical Christian church, which by coincidence happened to be
right in the middle of holding an evangelical service” (212). The girl enters the church and the pastor
announces that, “‘There is someone out there with us in the congregation today that is feeling lost and
hopeless and at the end of their rope and needs to know that Jesus loves them very, very much’” (212). This
moment of identification – of someone recognizing exactly what she is feeling, and giving it a name –
makes her feel “completely reassured and unconditionally known and loved,” and gives her life “meaning
and direction” such that “she had not had a down or empty moment since” (212). Of course, it is just this
sort of identification of alienation that Wallace’s own work seeks to enact.
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story and Fogle’s own. Fogle contends that, “sudden, dramatic, unexpected, life-changing
experiences are not translatable or explainable to anyone else” (214), but Wallace surely
places the Christian girl’s account before Fogle’s own to establish a parallel between
Fogle hearing her account and the reader hearing Fogle’s. We, as the audience, might
dismiss any connections between these stories and our own experiences, just as Fogle
does, but that does not mean such connections are not there.
While life-changing conversion moments are undeniably idiosyncratic and
personal, they do rely on, in Fogle’s words, “everything in your previous life-experience
that has led up to it and made you exactly who and what you are when the experience hits
you” (214), which, for Fogle, although he does not acknowledge it, clearly includes his
having heard the Christian girl’s witness.25 By extension, our having heard both the girl’s
story and Fogle’s own account means that we have now become, in Fogle’s words,
“primed” – just as Fogle was. Perhaps we, as readers, recognize parts of ourselves in
Fogle’s account of his aimless youth (just as Fogle identified with aspects of the girl’s
story), and perhaps we will find his account of discovering meaning and value in some
system beyond his own personal wants and desires to be compelling. If this is the case,
then we have come around to an indirect consideration of the ‘big questions’ that Fogle
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Significantly, Fogle’s pre-conversion experience also included a moment of traumatic violence, which
follows the pattern established in the Catholic novels discussed earlier in this study. When Fogle tries to
assess why he changed his life, he links the “dramatic experience I underwent in the Advanced Tax review
class I sat in on by mistake” to his “father’s accident” (191). Fogle then describes, in extended detail, how
his father “was killed unexpectedly in a subway accident” when he got caught in a closing train door and
was dragged into a tunnel (199). Fogle’s account of this accident and its effects stretches for seven pages,
allowing the reader to witness how significant, and traumatic, this was for Fogle. Its position in the
narrative, right before Fogle hears the Christian girl’s witness and then the Jesuit’s lecture, connects these
events in a fashion that we are, by this point in this study, very familiar with. Fogle’s own version of his
life story provides a template for the fundamental dimensions of his conversion experience, in which the
moment of violent trauma is followed by receptivity to a new way of seeing and understanding the world.
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says are the most important ones, but also the ones that cannot be tackled head on.
Wallace’s techniques of narrative digression, or piling stories within stories, and of selfreflexive awareness, of drawing attention to the inherent falseness of some aspects of
these conversion accounts, all prepare the reader to actual hear them, and to respond to
them, in a way that we might not be otherwise able to do. In this sense, The Pale King is
not only a diagnostic novel, it is also an attempt at a cure.
While The Pale King is clearly an unfinished work, it does contain a complete
diagnosis of the modern condition (acedia), a description of how to overcome this
condition that also doubles as an attempt at a cure enacted on the reader (Fogle’s
conversion story), and a depiction of what life looks like for those able to transcend the
condition (in the stories of young Lane Dean, Jr. and Drinion). What is remarkable about
The Pale King is the strongly Christian element in both diagnosis and cure. While
Christian themes were evident in Wallace’s earlier work, they are much more overt in
this, his last novel. As Wallace continued to hone his ability to, in Percy’s words, “render
the unspeakable speakable,” and thus help his readers to face the “entrapment and
loneliness and death” that they would rather not acknowledge, he apparently found the
transcendent worldview of Christianity to be one, although surely not the only, effective
counter to the dis-ease of the culture. Thus, while Wallace was not an orthodox Christian
believer, his work does manifest a sensibility profoundly influenced by his engagement
with the Christian tradition. As such, his fiction will continue to stand as one of our most
powerful testaments to the tensions and anxieties, but also the hopes, of the religious
imagination in contemporary America.

EPILOGUE
I had settled on the title for this dissertation – “not peace but the sword” – before I
had written a word of it. I knew that I was going to write about violence and faith, and of
the most striking moments in the Gospels where Jesus speaks about the relationship
between violence and faith, Flannery O’Connor had already co-opted one (Matthew
11:12: “And from the days of John the Baptist until now, the kingdom of heaven
suffereth violence, and the violent bear it away” (Douay-Rheims Bible)). But I was drawn
toward a different passage from Matthew anyway, Matthew 10:34, in which Jesus tells
his disciples, “Do not think that I have come to bring peace upon the earth. I have come
to bring not peace but the sword” (New American Bible). I found that this passage
captures the essence of what we find in much of twentieth century Catholic literature.
While an individual might be inclined to think that the turn toward religious belief will
bring peace and comfort, Jesus advises his followers that this is not the case. Catholic
literature reflects this position – violence can lead one to belief, and the embrace of belief
can, in turn, lead to pain, suffering, and even death.
Perhaps no one captured the divisiveness of Christianity as well as Graham
Greene, whose early novels often demonstrate the ways in which a turn toward God can
lead to separation from one’s previous, comfortable way of living (think of the whisky
priest going to his death in order to fulfill his priestly duty, or Sarah Miles abandoning
the happiness she had with Bendrix and eventually dying as a result of the actions she
258
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undertakes after her conversion). This dynamic is also present in the work of Flannery
O’Connor; Hazel Motes, Old Tarwater and Francis Marion Tarwater all manifest a
violent Christian sensibility that isolates them from society. In recent Catholic literature,
though, Catholic writers have focused more on the violence which leads to conversion
than on the violence that comes about afterward. In the work of Tim Gautreaux, Alice
McDermott and Annie Dillard, those who turn toward God seek, and often find, peace
and community as a result. Ron Hansen’s Mariette in Ecstasy does contain some of the
elements of the disruptive nature of faith; he depicts Mariette’s stigmata as a sort of
violent intrusion that disrupts the harmony of the religious community and divides the
sisters. But in contemporary Catholic literature, this novel is a bit of an outlier. In the
post-Vatican II moment, the Church emphasizes a turn toward the world, not a violent
rupture from it, and so the “sword” in contemporary Catholic literature is most often the
one that is prodding the individual to seek out a transcendent presence. At the same time,
contemporary Catholic novels are less likely to focus on the experience of explicitly, or
exclusively, Catholic belief. As discussed in previous chapters, while some of the
characters in recent Catholic literature are indeed Catholic, Catholic writers in the latter
part of the twentieth and early twenty-first centuries turn their imaginations less toward
how the rituals and practices of Catholicism affect one’s worldview and more toward
how a worldview shaped by Catholicism affects one’s actions. But there are novels that
do focus explicitly on the experience of being a believing and practicing Catholic in the
contemporary moment, and I want to conclude this study by looking briefly at one such
novel.
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In Gregory Wolfe’s defense of the contemporary literature of belief, “Whispers of
Faith in a Postmodern World: The myth of secularism triumphant in the arts is just that—
a myth,” Wolfe holds up the 2012 novel What Happened to Sophie Wilder, by
Christopher Beha, as a manifestation of “faith found in literature.” He mentions that the
critic D.G. Myers, writing in Commentary magazine, declared that the novel “includes
what is perhaps the best conversion scene in an English-language novel since The End of
the Affair.” Myers notes that the novel focuses on a young woman’s conversion to
Roman Catholicism after reading, among other Catholic works, Thomas Merton’s The
Seven Storey Mountain. Intrigued, I went to find out a bit about Christopher Beha, and
the Catholicity of his novel.
Within the first few minutes of his appearance on Fresh Air with Terry Gross,
Beha stated, “I'm interested in religion as a challenge and, you know, Jesus bringing, as
he says, not peace but the sword. And so I had an idea of having a character who is
converted, but that conversion doesn't necessarily lead to peace, doesn't end her struggle
but rather leads to a new struggle.” While I think this idea of “not peace but the sword” is
present in much of Catholic literature, Beha was the first author I found who mentioned it
explicitly. Flannery O’Connor, quoting Pierre Teilhard de Chardin, wrote that everything
that rises must converge, and this Beha quote struck me as a surprising point of
convergence, bringing together the themes of this dissertation with a contemporary writer
who was being championed as a new voice in the realm of the literature of belief. I sat
down to read his novel and to find out how he depicted the struggle of conversion, and to
see what sort of religious imagination was present in his fiction.
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One thing that becomes evident upon reading the novel is Beha’s debt to Greene;
What Happened to Sophie Wilder is very much a re-imagination of the themes of The
End of the Affair (1951). As in Greene’s novel, the male protagonist is a writer who is in
love with a woman who, unbeknownst to the man, converts to the Catholic Church; in
both novels, the male is a non-believer who does not understand why the woman has left
him, and who undertakes a journey to win the woman back and, in the process, is thereby
introduced to some aspect of the power of belief. At the conclusion of The End of the
Affair, Sarah has died from an infection but is working miracles from beyond the grave,
and Bendrix has come to believe that God is real, although he wants God to leave him
alone. In the last lines of the novel he prays, “O God, You’ve done enough, You’ve
robbed me of enough, I’m too tired and old to learn to love, leave me alone forever”
(160). The reader is left to wonder whether God will grant this prayer, or if Bendrix will
come, like Sarah, to learn to love. At the end of What Happened to Sophie Wilder, the
female protagonist, Sophie, is also dead, but she has committed suicide; it is unclear if the
male protagonist, Charlie Blakeman, has come to believe in God, but he concludes the
novel by writing a different ending to Sophie’s story, one in which she decides to join a
convent rather than kill herself. The last word of the novel is “redeemed” (253), which
signals Charlie’s hope that there can be a sort of salvation for Sophie after all. From these
initial parallels, it seems as though Beha has written a contemporary take on Greene’s
themes, and has thus crafted a twenty-first century Catholic novel. I contend that he has
not, and I want to spend some time explaining why.
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Beha has written an evocative, probing novel about religious belief in the
contemporary moment, and he writes perceptively about the Catholic Church. Unlike
many of the authors I study here, one of Beha’s primary themes within the novel is
Catholicism itself – what it feels like to be a believer, and what this belief might cost. He
takes the question of conversion very seriously, and his depiction of Sophie’s conversion
might well be the best conversion scene in contemporary English literature, if one
requires that such a conversion scene lead the individual to membership in a formal
church community. But, all the same, I do not think that What Happened to Sophie
Wilder is actually a Catholic novel at all, because his work does not, in the end, reflect a
Catholic view of existence. The world of the novel is not sacramental, and what hope
there is for redemption within this world is not found in the embrace of either
transcendent or immanent grace. The novel ends on what some readers might consider a
redemptive note, but this moment of hope is purely literary, not religious. Sophie is,
undoubtedly, dead; the chapter of the novel that concludes with her entering the convent
is, like the stories told by the narrator of Alice McDermott’s Child of My Heart, simply a
narrative told by an individual in an attempt to make some sense of a senseless death.
The novel’s depiction of Catholicism can be traced to Beha’s own engagement
with this religious tradition. Although he no longer identifies as a believing Catholic, he
grew up Catholic, and being Catholic clearly meant more to him than simple religious
identification. This is something he has repeatedly stated in interviews: “I wasn't merely
‘raised’ Catholic in a default sense; I was a believing Catholic, and it was important to
me” (Giraldi); “I am someone who was raised Catholic and was indeed a believing
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Catholic - not just sort of a cultural Catholic by upbringing - who then lost his faith”
(Gross). When William Giraldi asked Beha, “how does Catholicism – how does belief or
the lack of belief – inform your own life and work?” Beha responded, “On some level the
answer is that it informs it completely. The problem of faith is the problem for me. It
preoccupies me far more now than it did when I was a believer, perhaps because it wasn't
a problem then but merely a fact.” What Happened to Sophie Wilder reflects this serious
engagement with the question of faith and belief, and Beha manages to make the problem
of faith meaningful and relevant, but within the novel belief is, in the end, finally only a
problem that must be overcome.
Beha provided critic Alex Shephard with a more detailed description of his
understanding of the Catholic Church: “my background is Catholic. Not a practicing
Catholic or a believing Catholic, but I am very moved still by the structure of the
church.” He goes on to describe the importance of “the hierarchy, the structure, and the
tradition of [the Catholic Church]. Those are things that are interesting to me that I
struggle with, that are appealing to me in a lot of ways.” In interviews, he speaks easily
and knowledgably about Catholic tradition, doctrine, sacraments and rituals. He is able to
speak not merely about the cultural aspects of being a Catholic, but about what it is like
to be a participating, believing Catholic.
Beha sounds most like the Catholic authors I study when he starts speaking about
the relationship between Catholicism and mystery. He could be channeling Flannery
O’Connor or Walker Percy when he says, “I think what it [going to church] does is, first
of all, offer a way to resist materialism and scientific determinism and second, it gives
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you a way to keep in touch with the fundamental mystery of the world” (Shephard), or “I
remain suspicious of scientific materialists who insist that there is no underlying mystery,
that the sense of mystery is some kind of cognitive holdover from a time when science
had not yet explained human existence” (Giraldi). But while Beha gestures toward this
mystery, one way that the novel ultimately differs from the novels of O’Connor or Percy
is that it fails to bring this mystery to life. We can see this in the language Beha uses to
describe Sophie’s moment of conversion, which takes place during a Catholic mass:
It is in the nature of what happened next that it can’t be conveyed in words. The
few times Sophie tried to explain it later, even to herself, she fell back on cliché:
something came over her; she walked out changed. It got closest to it to say that
she was, for a time, occupied. After all her reading in the week leading up to that
day, she thought of that occupying force as the Holy Spirit. But mostly she knew
that it was something outside of herself, something real, not an idea or a conceit
or a metaphor. Once it passed on, she knew that her very outline had been
reshaped by it, that this reshaping had long been awaited though she hadn’t
recognized as much. More than that, she knew that she wanted the feeling back.
She would chase it forever if need be. (113)
Beha’s gesture toward an indescribable feeling as the essence of Sophie’s faith is
indicative of a weakness of the novel; while it may very well be impossible to depict
what the experience of faith is like, What Happened to Sophie Wilder can only point the
reader toward a vague feeling. There is no point in the novel where the reader
understands Sophie’s faith on any deeper level than this. It remains ineffable, and, as
such, it is largely unrecognizable.
Beha’s novel presents me with a conundrum. He certainly has a more extensive
engagement with Catholicism than David Foster Wallace, and he is at least as well versed
in the Catholic literary tradition (from reading Beha’s essays and interviews it is clear
that he is very well versed in this tradition indeed, mentioning O’Connor, Greene, Waugh
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and Spark, as well as more fundamental Catholic thinkers “from Paul to Augustine to
Ignatius Loyola to Thomas Merton” (Tin House)). But while I find Wallace’s fiction to
have surprising resonances with the Catholic tradition, what stood out for me while
reading Beha’s work was the way that it seemed to lack something essential in its
treatment of faith. I do not think this is simply because Beha left the Catholic Church and
is therefore not a believer. Annie Dillard left the Church, but her last novel still reflects a
Catholic worldview. Beha’s novel does not. To be fair to Beha, he never claimed that he
set out to write a Catholic novel, so it would be a mistake to fault him for not writing one.
I do think it is illuminative, though, to take a moment to understand why a novel about a
young woman converting to Catholicism does not fit the criteria for a Catholic novel that
I have been laying out throughout this project.
One reason for this is largely attributable to the way Beha structured the novel,
and is therefore, perhaps, deliberate. The novel alternates between chapters narrated in
the first person by young New York novelist Charlie Blakeman, and chapters told in third
person limited point of view, which follow Sophie, Blakeman’s one-time girlfriend. It is
within these Sophie chapters that we learn about the reasons for her conversion to
Catholicism, and what her experience of Catholicism is like. What we come to learn by
the end of the book, though, is that these chapters are also being written by Charlie, who,
after Sophie commits suicide, attempts to retell her story, to figure out what actually
happened to her, and to imagine a better, more hopeful end to her story.
Charlie, unlike Sophie, is not religious. He was “raised more or less Catholic” and
had “gone to Catholic school [his] whole life” but “couldn’t quite take it seriously” (138).
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Charlie is representative of many contemporary Catholics (and members of many other
church communities as well); he periodically goes to mass to please his family, but the
rituals lack significance for him. For him, “religion [was] an inheritance, a family
tradition” (139), but he lacks the capacity for deep religious feeling. Since this is the case,
when he attempts to inhabit Sophie’s thought processes, both during her conversion
experience and afterward, we come against the limits of his own non-religious
imagination. Her conversion experience reads much more like something out of a book
than something deeply felt or experienced. The reader does not really get a sense of what
has happened to Sophie, even after Charlie tells it to us. We know she converts, and that
her experience of conversion is similar to the pattern established in so many of these
Catholic novels, in which a moment of violence or trauma is followed by a turn toward a
religious conception of existence. In Sophie’s case, her first trauma was when both of her
parents died in a car crash while she was in high school, and this experience led to her
initial conversion to the act of writing as a way of ordering and making sense of
experience. Her conversion to Catholicism, though, is also preceded by violence; after
she breaks up with Charlie, which was itself a traumatic event, she suffers a miscarriage,
and it is this moment that is an integral part of her conversion. She finds some meaning in
the event by connecting her loss to the experience of Job: “If she’d not read those words
[from Job] in her dorm room that day, the experience at Beth’s church might have
become an odd memory rather than the thing that changed her life. As she sat weeping,
she thought of the child she’d lost” (146). This moment of identification with the
suffering believer becomes a part of her Catholic identity.
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After her conversion, she searches, mostly without success, for some sense of the
spiritual fulfillment that precipitated her conversion. Her husband leaves her but that she
will not consider a divorce because it is not allowed by the Church. She decides to go and
live at her father-in-law’s apartment to care for him in his final illness, even though she
has never met him before and her husband has just abandoned her. She does it out of a
sense of duty, but also a sort of spiritual pride. In the end, she ends up fulfilling the dying
man’s wishes by providing him with a fatal dose of medication. Soon thereafter she kills
herself, perhaps out of guilt over what happened with her father-in-law, or because she
has ceased to imagine a future for herself. She, like Charlie, is a writer, but she has given
up creative writing in favor of writing grants for charitable organizations, and while in a
different novel this might signify the putting into practice of her faith through the
embrace of service oriented work, we never get the sense that this work is anything but
isolating for her. Like caring for her father-in-law, it is something she undertakes out of a
(perhaps misguided) sense of Catholic duty, and this is a good entry point into what I find
most troubling about the depiction of faith within this novel. While the novel does a fair
job of portraying the struggles that surround the process of coming to believe, it is less
successful in depicting what the life of faith is like in action; within the world of the
novel, faith is only a burden and obligation; it lacks anything inherently redemptive or
transformative. We see her carrying out “her daily rituals…the form of faith” (113),
without any sense that these rituals or forms have done anything to transform her interior
disposition.1

1

In this sense, the novel manifests the inverse of the claims made by those scholars of religion discussed by
Amy Hungerford, who contend that it is “naïve…[and] old-fashioned” to ask about belief, and that the

268
Throughout the third person chapters, we see Sophie performing some of the
actions of faith – she stops into a church where the mass in Spanish, where “the
combination of familiarity and strangeness returned Sophie for the first time in years to
the shocked grace she’d felt on that day when everything changed” (179) – but while the
narrator tells us she occasionally feels some stirring of grace, we do not get the sense that
Sophie’s conversion has done something meaningful inside of her. Sarah Miles, in The
End of the Affair, renounces her old life, and struggles over what she has done and what it
means; we are able to see this because Greene provides us with passages from her
journal. Sophie’s struggles happen largely off the page, so we do not know what they are,
if they happen at all.
We know that she is undergoing internal turmoil because in Charlie’s narration he
tells us that she commits suicide by taking an overdose of pain medication, the same
medication she gave to her father-in-law. But even as we read the chapters that follow
Sophie’s point of view, we do not understand what is happening to her; we merely watch
as she becomes increasingly isolated and boxed in by the choices that she makes. In this,
the novel is actually reminiscent of another Greene novel, The Heart of the Matter
(1948), in which Greene portrays the conflict between religious scruples and individual
action. The Heart of the Matter follows a Catholic convert, Scobie, through his own
journey of pity, pride, mortal sin, despair and ultimately suicide; Greene said the novel
was about the “disastrous effect on human beings of pity as distinct from compassion”
proper way to approach the topic of religion is by looking at religious practice and observance (Hungerford
109). Beha’s novel attempts to reveal Sophie’s faith primarily by detailing her religious practices, but this
approach does not allow the reader to comprehend what she really believes, or why she believes it, and thus
we remain at a distance from her experience of belief. See above, Chapter Four, pages 178-80 for a more
detailed discussion of this topic.
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(Ways of Escape 93). Scobie’s pity leads him to commit a number of acts that he knows
are wrong, and he cannot bring himself to seek absolution, choosing instead to secretly
poison himself rather than deliberately hurt his wife. Greene’s novel is a brutal one,
devoid of any real hope. Beha’s tracks a similar course.
These comparisons to Greene’s work are illuminative. Although What Happened
to Sophie Wilder is the most recently written novel that I discuss, in its conception of
faith and conversion it reflects a very pre-Vatican II mindset, in which the primary drama
of the novel concerns an isolated sinner and her relationship with a transcendent Other,
rather than about community and finding God's presence in aspects of the secular world.
Despite the contemporary setting, Sophie's post conversion life does not seem in any way
vibrant, or contemporary. Sophie joins the Catholic Church in college, but she avoids the
Catholic community on campus; there is no sense that she has become part of a vital faith
community after graduation, either. Beha depicts her sincere belief and religious
commitment as being something outside of time, as if no one really acts and believes as
Sophie does in the modern age.2
This tendency reaches its nadir in the second half of the book, in which Sophie
utterly rejects the world at large. This part of the novel reads like a pseudo-morality play,
in which the young faith-filled convert is forced to do battle, in isolation, with a suffering
man who hates God and his own life. Sophie rejects all help, from neighbors, hospice

2

Charlie Blakeman says exactly this: “when Sophie spoke about saving Crane’s soul, I saw that her faith
had nothing to do with sensibility. She believed. Another challenge: I hadn’t thought such a thing was still
possible” (140). It makes perfect sense for someone like Charlie to think this way, but the flaw in the novel
is that the alternate point of view – Sophie’s believing one – does not get equal treatment; the novel fails to
make Sophie’s post-conversion life seem viable because we are never allowed to see why someone would
really believe in the manner that Sophie apparently does.
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workers and home-healthcare aids, so that she can be alone with this man to whom she is
only tangentially connected, and this serves as a sort of referendum on her spiritual life.
In the end, she “falls” and, in direct violation of Church teaching, she fulfills her fatherin-law’s wishes and ends his life. Leaving aside the morality of her action, once she
undertakes this action, the novel only leaves her with two possible outlets: she can
commit suicide, or she can renounce her life and enter the convent. In this sense, the
novel encapsulates the worst sort of religious thinking, dichotomous and closed off.
Rather than allowing Sophie to feel isolated and doubt her faith after the trauma of her
father-in-law's death, and then staying with her and seeing what choices she makes and
what her life of faith could look like, the religious imagination that is at work in the novel
leaves her with nowhere to go. Rather than depicting the struggles of living with the
“sword” offered by Christ, Beha turns this sword against his character, thereby
circumventing the struggle that living with faith would entail.
While Beha’s novel does allow for the possibility of religious belief – Sophie
does, after all, experience something that leads her to change her life – as readers we
never get a sense of what this something is, nor do we find a compelling reason to look
for it. Within the logic of the novel, Charlie Blakeman does seek it out, because he loves
Sophie and wants to know what has happened to her, but the only narrative of faith he
can offer is a vision in which Sophie ends up in the convent, in which the irrationality of
her faith can be contained and explained away as something radically other that is
disconnected from life as most of us live it. Thus, while it is encouraging to see a young
writer like Beha take Catholicism seriously, those of us interested in the future of
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Catholic fiction need to keep waiting for someone who will turn his or her imagination
toward the question of what it looks and feels like to be a practicing Catholic in the
twenty-first century, who will write about both the experience of lived Catholic religion
and the interior disposition that goes along with these religious practices. In the
meantime, we can turn to the Catholic novels I surveyed in the preceding chapters, and
those like them, which may not always (or often) focus on Catholicism per se, but do
engage with the world through the lens of the Catholic imagination, meaning they seek
out God’s presence not only in moments of shocking grace, but also in the everyday
happenings of the world.
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